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Abstract
It is unlikely that every human society at any given time has denied itself the 
excitement and pleasure of dance. Unlike cave paintings that have been 
brushed onto rocks lasting for centuries, dance in its nature leaves no trace. 
The footsteps of one trying to appease the spirits or prints in the sand left by 
one boogie for right of passages get covered over and forgotten. Yet the 
spaces for these activities become indelible imprinted into our minds and 
hearts. Formalization of space for dance is seen through the celebrations 
and performance which was a source of entertainment for kings and on 
lookers.
 It is overwhelmingly how entrenched dance is in South African’s lives. This is 
so Evident, from the poppies (or better known as the coloured comminute 
in Cape Town) lively jive. To the Zulu’s with their Indlamu - the traditional 
dance performed by the warriors. The toyi toyi often regarded as ‘the dance 
of defiance’
Hence it can be said that dance has a pertinent and relevant historic, spatial 
and social  dimension. This essay will critical discuss these spatial 
dimensions of dance. Revealing that the urban scars of Apartheid still limit 
this social and physical activity. The investigation of the space used for dance 
in the area will reveal not only if it’s inadequate architecturally, but also the 
important role dance plays in the lives of Soweto inhabitants.  
The proposed intervention emerges directly from this manifestation of re-
search- where dance is not only a recreational activity unifying people from 
all corners of the area together onto one floor. But also  
•   An expression of what, and who we are. As individuals and as a nation.   
•   It could be a place of healing
•   A place of refuge from the dangers.  I.e. for young ones (getting them 
off the streets and away from drugs, crime, etc.)
•   Dance as a ritual, celebration, and mourning.
Also the amalgamation of dance styles that are being taught and studied 
from contemporary Latin American, ballroom, ballet. Fusing these styles and 
required spaces together (unity through diversity), will gesture to the pres-
ent hybrid society we find ourselves in. and also where the local passion for 
dance, is no longer undermined and where a sense of community can be 
seen and encouraged through a place for dance.
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1.1  Dance and Soweto
The initial spark that inspired this thesis was the urge to investigate the space of perfor-
mance and rehearsal within Soweto.  The area is far removed from central Johannesburg, 
being at least 15-20 kilometers apart.  Strategically speaking, we find that a high level of 
competitive, successful dancers come out of the city are mainly from Soweto.  This is an in-
teresting observation because if we place it alongside the recent study done on the urban 
conditions found within Soweto, describing the area as one of the lowest income areas and 
displaying the highest density.
When commenting on the area, it was described as a place suffering from decay and deg-
radation.
A series of investigation followed which revealed that the area was filled with inhabitants 
that loved and lived for dance.  Going as far as saying that dance and music from Soweto 
created a specific social culture unique to their environment.
1.2 Methodology:  Inform the discovery
The journey first began when I entered this mammoth place known as Soweto.  Once the 
feeling of uncertainty and intimidation settled, excitement started to grow.  I didn’t have to 
look hard.  Dance was happening on the street, right in front of me.  Little to no documen-
tation existed about dance in Soweto and I had to rely on personal interviews, analyses of 
space and on occasion even join in on the dance floor to grasp this.  The purpose of those 
visits was to gain an understanding through observation of how and why the dancers use 
the space – Does the space shape how the dancer moves or does the dancer shape the 
space?  The evidence gained allowed me to draw to scale the different dance environ-
ments translating the information into architectural diagrams and maps and then use all of 
this as tools to inspire and assist the design.
Focusing on the notes of a choreographer.
An architectural analysis follows.  The design essay and site investigation of this analysis 
looks at architecture just as a choreographer looks at his notes.  In order to assemble the 
building, sketches of plans, sections, building relationships and diagrams were done show-
ing movement, points of axes, exits and circulation to establish the rhythm or energy el-
evated through movement.
The interviews continued with dance teachers and dancers as well as the residents of the 
area specifically the school children – who love to dance.  Many thanks must be made to 
all these people for welcoming me so warmly into their space of living and dance, specifi-
cally Victor Moshewe for his personal contribution.  Finally I would like to thank `Real Ac-
tion` Dance Crew for enlightening me on the contemporary, dance situation found within 
Soweto. Thank you for your time and effort, without you most of the observations wouldn`t 
have been possible.
1.3 Fusing the Architecture with Dance.
Can it be done?  This thesis will attempt to answer the question – How the ephemeral  
nature of dance is fused with the static and permanent built form of architecture.
The thesis is divided into 8 chapters.  As each chapter concludes it provides clues or a way 
forward to the next chapter.  It will highlight briefly the main object of study that will be 
investigated, e.g. the tasks, themes and pressing questions.
Chapter 2 – “From Sprung Floor to Gravel” is a historic story about how the culture of 
dance and music started in Johannesburg – where it developed parallel to the urbaniza-
tion of each area.  The aim is to distill and identify the dimension of this culture by asking, 
“What is the contemporary climate that the dance exists in?”
Chapter 3 – “The Chattering of Joburg” investigates the place where dance occurred.   
This chapter is divided into two sections, the place of Dance in the larger context of Johan-
nesburg which is first mapped out, then zooming into Soweto looks at the informal place 
of Dance.  All of this is done so as to understand the confusing situation that although 
there is such a large dance environment with a rich cultural history, there also exists non-
formal dance studios.  Secondly, we look at its inhabitants as to how they view dance and 
its allocated space.
Chapter 4 – “Design Essay Choreographed Environment”.  The previous chapter ended 
on how the inhabitant viewed dance and its space.  This chapter will address how archi-
tecture should view space and our environment, but it is all seen and written through a 
choreographer’s eye – trying to relate dance to architecture and speaking about how one 
approaches the site to how one handles the built form.
Chapter 5 – “Jabulani Node.  Understand the Stage”.   This chapter comprises a study of 
the context in detail , understanding the spatial qualities to the pedestrian movement and 
proposing an urban framework with all the previous thought in mind.
Chapter 6 – “Design charrett.  1 week One Building”.  Taking the design essay and histori-
cal essay and trying to find a poetic approach to the project.  
Chapter 7 – “Choreographer’s Note” is made up of items that need to be thought of and 
placed into the design of the building.  This chapter takes its key form and expands on the 
thought and relevance of each thought.  We will later analyse some case studies which 
will assist in the design and end with forming the program.
Chapter 8 – “Assembling the Building”.  This will take the reader through the design 
process highlighting three buildings all seen as progression from each analytical stage to 
completion.
Chapter 9 – “Technology.  Looking to the Performance of the Building”.  The exploration 
begins with how the building would function listing the requirements for each space, 
thermal comfort arises as the most important aspect to address.  Firstly we look to nature 
as to how it solves thermal comfort issues then we look at other architects have handled 
similar problems.  Lastly we combine all these aspects back into the building.
So from the large urban environment to the building and its surroundings 
down to the tectonic workings of the system one and all have been cho-
reographed to suit dance requirements.  
But is this fusion?
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Introduction
Being born and bred in a house filled with dance and music, mom taking every opportu-
nity to dance rhythm into our hearts. By the age of eight I was placed in a small shoddily lit 
room with barely any ventilation and hard timber flooring.  It is in this space I realised my 
love for dance. I was taught classical western dance, by age nine and being familiar with 
the Waltz and Foxtrot they launch me into the sensual movement of the Latin American’s. 
My hips shake nervously as my feet move to the sound of “quick quick slow” my sister and 
I danced for the next four years. Age thirteen, I’m out of the studio and learning to dance 
on the pavements, a cardboard provides a cushion for our heads, a boom box supply the 
rhythm to which we move, the beat engulfs us. We are free for a few seconds, finding ways 
to express our inmost desires, our wants, and needs, a feeling of Camaraderie falls amongst 
us as we teach each other new ways to move.  
As with me, dance is totally entrenched into South African culture. We learnt to dance on 
the “stoep” of your friend’s house, the backyard of your granny’s dwelling and then onto 
the streets of the surrounding neighbourhoods. Dancers can express many emotions, from 
conveying excitement at weddings to furiously protesting rights that have been neglected. 
The area of focus is Soweto. Relaying the story of townships through the ages of Johannes-
burg will illustrate its origin, development, and present dance culture, which in my mind has 
matured corresponding to the urbanization of each area. These spatial finding will provide 
a catalogue; this catalogue will assist in the attempt to create an image of what the future 
holds for the dance culture within Soweto. Dance is understood as one continuous line 
throughout history, however for the purpose of this study the investigation is divided into 
sections according to Coplan’s book “Townships tonight”:  
• Society and Neighbourhood 1884-1900
• Shebeenss, Streets and Backyard 1900-1920 
• Concerts and Competitions  1920-1940 
• The  jive of 1940-1955’s
• Elimination and Departure 1955-1960’s
• The sway back to the inner-city 1960’s to 1980’s 
• Soweto 1960’s till today 
• Visual media1980-2010
• Newtown Today
Each section will look to the performance and practice space and question them. Signifi-
cant points of space will be extracted from each of these sections and translated into a 
graphic ‘TO SCALE’ drawing; a time-line will also be complied with relevant photographs 
and sketches as an attempted to capture the essence of the time.
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2.1
Society and neighbourhood 1884-1900
(from Cape Town to the Witwatersrand)
The discussion begins in the eighteen hundreds with Cape Town being the centre of Jive. 
American Minstrelsy known as McAdoo brings the Jubilee for the first time to Cape Town. 
This black American minstrelsy then tours the rest of the country during the 1890s. Their 
show includes Afro–American folk songs, grand opera, and juggling, solo dancing and 
party songs among others. Appealing to both white and black audiences, both attend 
the show at the same time. In the wake of McAdoo’s visit, the working class coloured men 
formed performance social clubs parading through the city streets annually in the famous 
‘Cape Coon Carnival’. Paying homage to the McAdoo’s performances first seen in the male’s 
quarters and music hall (such like the Darling Street Opera House) please see diagrams.
In 1886 the largest gold deposit was discovered in Johannesburg and by the 1890s we 
perceive a fusion of European, African and white Africans fortune seekers resulting in what 
we know as the ‘gold fever’1 of the late eighteen hundreds. African labours from rural com-
munities formed the workers force and domestic workers travelling with the British. Next we 
see the Europeans’ need for skilled Artisans bring the Cape Malays. Teachers and clergy also 
jump onto the band wagon coming from as far as Cape Town, all having the attitude of ‘a 
new opportunity’. The arrival of the Music Hall marks the Edwardian era in Johannesburg 
and house the earliest development of music and dance culture within Johannesburg. 
Venues like Theatre Royal, His Majesty, the Orpheum, and the Standard Theatre, directly 
influenced by the Camden artists of that period from London with the conductor in the 
orchestra pit, crowded stalls, the stage been given prominence by the proscenium arch, 
lighting sitting behind it to laminate the stage and the curved balconies suspended from 
ironic pilasters this is according to Chipkin in his book Johannesburg Architecture & Society. 
• Please refer to drawing on page 13, tiled the Standard Theatre. 
Chipkin then expands on this by saying because of the construction of the formal theatre 
one perceives the translation of architecture down the streets of Johannesburg. Bars and 
corner canteens begin to house dance and music.2
Unfortunately the view taken by the McAdoo’s in Cape Town where Africans and Whites 
could view a performance together is restricted by the Pass Laws. Africans and Coloureds 
never enjoyed much social mobility, being denied admission to these music halls, forced 
them to attend canteens which were located on the outskirts of Johannesburg in the 
deprived and most ethnically mixed sections.3 The birth of the canteens brought about 
the opportunity to hear the sounds of an eclectic nature from African to American genre 
like the ‘Honk-Tonk’, 3 drinking would grease the joints and dance was the resultant 
spreading the ‘Ditty’4 (dance form) into the streets. The late 1900s mark a massive influx of 
people from all over coming Southern Africa to seek there fortune and fame, resulting in 
the growth of these outskirt zones. Hence these new arrivals brought music genre such 
as the Tickey Draai were coloured musicians would play the tunes of the Capes Afrikaans 
Vasrap folk dance.5  The combination of hard-drinking, eating, late nights and prostitution 
saturated townships evenings.
The coloured family structure tended to move with the working men, this helped in 
creating a sense of neighbourhood life inside this new urban status with social recreation 
being an important focus of life6. This infusion supported the formation of coloured town-
ships like Claremont, Albertville, Newclare, and Westdene in 1905, Brickfields, Ferreira’s 
Camp, Vrededorp, Fordsburg and Sophiatown in 1904.
Sophiatown and Martindale started out as ‘whites only’ townships but because of the 
close proximity to the railway lines and a municipal sewage dump7 it was highly unpopu-
lar. Hence In 1910 Government lifted the restrictions on these areas; they developed into 
what was known as freehold areas. Allowing any race to own land, but it was impossible, 
for who could afford to own land with the wages they were given. As a result slum yards 
formed part of the inner city centre.
1
3
TO SCALE
1
4
2.2
Shebeens, Streets and the backyards 1900-1920 
(Newclare)
Coon CarnivalCoon Carnival
“Nice time Girls” perform-
ing at a shebeen.
Women brewing beer in slumyardsEarly sophiatown streets
shop come shebeen in the evening
Entrance Fee for shebeen
Dancing at the back of the 
moon Shebeen
Street Parade: atracting crowds of people to  
                        follow them down the street.
The 
Odin Cinema 
The living conditions of the gold miners in Johannesburg resembled that of Kimberly but 
after 1907 the compounds gradually assimilated the spirit of prison camps. 8 They soon 
became overcrowded shanty towns with poor White, Coloured, Asians and African oc-
cupants. These slum yards take centre stage in African social life, with the domestic work-
ers not only playing on the stage at local shebeens but also brewing the alcohol. 9 They 
performed on the streets, unravelling a new dance culture revolving around the consump-
tion of alcohol, which advocated the incessant Marabi music and dancing throughout the 
evening.10 The Cape Town ‘Coon Carnival’ is seen yet again in the street parades in New-
clare and Albertville, but with a slightly different flavour. The mixture of the Xhosa Miners’ 
influence and the Cape Coloured musicians developed an inter-urban African style. This 
becomes a competitive recreational activity, influencing dance and performance to the ex-
tent that Coloured and Xhosa groups started to form their own bands to play at what they 
called ‘socials’. 11
• Please refer to top of page for diagram of street parade.
By the 1920’s we see a key stone of social life being added into the ‘Western Native Town-
ship’ focusing on Newclare, with the Famous ‘Gasha’12 venue opening. After the removals 
of many Coloureds, Indians and Africans from the inner city slum yards in 1918, they mi-
grate to the west’s freeholds areas. 13 Mine workers sort a place for liberation, a place to go 
that would be part of African life away from “White” surroundings and the inner city. 
“You saw from house to house, 
Where there were parties and drinks; 
You could hear the piano playing tula n’divile.
 It was an advertisement to say ‘Come this way!’ 14
The Western townships fondly became known as tula n’divil. Boet Gashe’s ‘Booze house’ 
was just that short of place a shebeen playing coloured-Xhosa folk melodies on the 
keyboard. This had a link to Queenstown via train. 15 The well known Jazz organist Todd 
Matshikia from Queenstown relates the story of miners that commute to Johannesburg 
and back, making overnight stops to Gashe’s. 
It was full of Jazz music called itswari and women.
Entrance fee was three pence and beer was six pence per tin, 
The women were very friendly taking their favourite partner to the back room afterwards.
Inside is hot and stuffy, but we don’t care its Marabi! ......
Throughout the evening we sing, dance and drink beer.
Some party the whole weekend to Monday morning...
The call for Marabi still sounds in my heart.” 15
Nice time girls develop the ‘Famo’ dance of seduction, a particular category of ‘Koata’, the 
‘Sebono Morao’ (bottom behind). 16 The performance was made up of Sotho women 
showing their asses to Lesotho, because they never intended on returning. The preferred 
neo-traditional style of dance for Sotho migrants (Focho) “flair of disorder” was played on 
keyboards, and homemade drums made from twenty litre tar cans covered with the inner-
tube of a tyre and decorated with wires holding bottle caps. This dance was to incite the 
male audience; hence the movements were titillating and filled with suggestive qualities. 17
The wild Marabi parties with the brewing of alcohol take place in the backyards of the 
Western areas. The prime dwelling would be built just off the street but over time many 
innovatively added smaller houses along the edge inside these back yards, housing up 
to twenty families.18 Access to neighbour’s sites was gained via a route through the back 
yard. For Marabi parties the yard would be covered with a temporary roof maybe canvas 
or sheeting.19
• please refer to page 15 for drawing of the shebeen 
8 Chipkin. Johannesburg architecture and society, p. 30
9 Coplan, Townships tonight, 2nd edition p. 93.
10 Coplan, p. 100.
11 Beavon, Johannesburg p. 99.
12 Beavon, Johannesburg p. 102
13 Chipkin. Johannesburg architecture and society, p. 60
14 Coplan, Townships tonight, 3rd edition p. 117.
15 Coplan, Townships tonight, 2nd edition p. 113.
16 schlesininger, Nightingales and nice-time girls p. 113.
17 Coplan, Townships tonight, 3rd edition  p. 119.
18 Chapman (after Victor Mokhine), p. 37.
19 Coplan, p. 130.
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Coon Carnival
open yards allow the residence to pass 
through each others properties providing a 
alternative route to avaid the cops when they 
come to raid the shebeens.
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2.3
Concerts and Competition 1920-1940
 (in Halls)
TBy the late 1920’s these backyards start becoming a problem to government, the law 
passed on alcohol (Transvaal Government Liquor Act of 1896) totally prohibited African 
consumption of alcohol. 20 Police raided these brewing operations to no avail because of 
the nature of these backyards. When the cops arrived a look out boy would signal, the she-
been would empty and the alcohol would be hidden. Therefore the trafficking of alcohol 
was uncontrollable (please refer to image on time line). 
After a while the raids on shebeens became more regular and some of the patrons grew 
tired. This is one of many factors which led to the development of another important type of 
dance namely Ballroom. Ballroom dancing provides an extra forum for social competition, 
this dance form expressed the dynamic relationship of different cultures brought together 
into the social pool of Johannesburg.20 By 1931 The African Bantu Board of Music (SABBM) 
was form and by 1934 the Transvaal Eisteddfod become a national event, promoting li-
quor-free recreation for the urban African work force. The aims of this organisation were to 
promote not only interest in both African music and talent, but also encourage the study 
of Westernised urbanites through dancing the Waltz, Foxtrot, and Quick-Step20. Perform-
ers had many different skills, ranging from singing popular songs, hymns, reciting poems 
and tap dancing unfortunately the Marabi culture and dance form was excluded. Concerts 
were held for funding, publicity, study, and appreciation.
Another large influence at the time was the thousands of expert ballroom dancers from 
Malawi and Southern Rhodesia that came to Johannesburg in search of work. 21 Dance 
competitions were held at the Backo’ the Moon in Sophiatown as well as in Doornfontein 
at the Inchcape Hall’s, Ritz Palais de Danse amongst others.
Due to the Apartheid laws, non whites couldn’t move around freely hence these Concerts 
would normally start at eight in the evening and end around four o’clock the next morn-
ing. On Sunday afternoons bands would play Stokvel music with public dance in the open 
spaces of the Western Native Township.22 Thus many performers follow the current Ameri-
can dance and music culture. Artist like Fred Astaire inspired one to study their moves and 
their music, learning how to dance until the melody was part of ones being.
This gave rise to a new generation of performers, the likes of Dolly Rathebe and Huge 
Masikeia. David Robins in his book ‘AFTER THE DANCE’ speaks about how life was in these 
freehold communities. Future stars and professionals were nurtured through a social life of 
clubs, drinking, house parties, dance halls and schools. The influx and infiltration of people 
was still happening seeing more and more skilled coloured carpenters and unskilled Afri-
kaners arriving on wagons to the city. 23 
The Community Building in Western Native Township was large enough to house about 
80-90 people on movable seats and drums, watching Hollywood films and ‘dance musicals’ 
featuring performers such as Fred Astaire and Koppie Masoleng of the Darktown Trutters.23 
At the same time this space could readjust itself to house ballroom completions with seating 
hugging the edges and the centre floor was opened to the couples moving to the beat 
of Latin-American Rumba. The dances would happen just after the film around 11pm, and 
was a regular stop for most of the residents living in the Western areas.24 
• Please refer to page 17 The Bantu men’s social club
20  Coplan, p. 116
20 Coplan, p. 155.
21 Coplan, p. 130.
22 Robins, After the Dance p. 130
23 Schlesinger, p. 29.
24 Coplan, p. 132.
Pianist Mekly ``FingertiPs`` 
Matshikiza and the Blue rythM 
Syncopators, Queenstwon, early. 
Second from left: William `Sax-o-
Wills` Mbali
WilliaM `sax-o-Wills` MBali, 
saxophonist and bandleader, s 
Queenstown Ballroom Dance 
Champion.
Jazz Maniacs, a soPhiatoWn 
Band in 1935. Founded By 
slolMon `zuluBoy` cele: 
Wilson `king Force`
 Silgee (standing left) Saxophon-
ist Zakes Nkosi (seated left) and 
Mackay Davashe (seated third from 
left)
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2.4
    The Jive of 1940-1955’s 
(Cinema) 
As was mentions this era is marked with the role of performers - their position in social 
conflict and their relationship to their audience25. Setting the pace and giving African 
culture its pulse, rhythm, and style with the screen becoming the instructor of dance. 
These Western areas were bursting with music and writing, simmering with intellectual 
and political militance, swaggering with personality, the slum yard of dreams, a battle-
ground of the heart. Proudly known as ‘LITTLE HARLEM’25 where the community freely 
adopted the American slang and clothing style, dress code ‘ZOOT suits’, dance ‘Jazz’. It is 
out of this context we see the arrival of the Jive, the music was a combination of African, 
Coloured, Xhosa and Sotho melody and dance rhythm with various foreign sources to 
form the ‘Jive’. Latin-American Rumba and American Swing give birth to the Jitterbug. 25 
(image)This performance takes place in local halls like the ‘Reno Cinema’ and ‘The Odin’26 
the former residents gives testimony that the American Films Projected on the walls of 
these cinemas played a critical role in the moulding of the style. 
By 1931 construction of The Reno Cinema finishes, still standing today but left vacant. The 
following years mark the growth of this urban area with the hospital being built in the 
late 30’s. Shortly after that, in 1940 the area of Coronationville 27 was established, soon 
these townships will all be known as ‘only coloured’ areas.
Good Street in Sophiatown became an important social gathering and commercial 
strip.28 Schlesinger suggests that it was a direct result of the opening of Odin cinema in 
1946.29 Holding Sunday afternoon jazz concerts, religious and political events for all races, 
music and dance. 
• Please refer to the Drawing on pg 19 of The Reno Cinema 
By the late 1940’s we start to see a class separation with the working-class establishing 
genuine nightclubs like Aunt Babe’s and The House on Telegraph Hill where the elite Af-
rican businessmen came to talk, listen and dance to the recording of the latest American 
Jazz. 30The other street backyard parties organised around weddings and celebrations hap-
pened as in the days of old, taking similar features of the old slum yards shebeens of the 
1900’s. 30 A journalist describes the mood of the time:
“On a Saturday you might come across a brass band parade,
 with many kiddies tailing behind it. 
You might see a bunch of ten year olds staging a ‘coon carnival’. 
or bump into a band rehearsing wedding songs,
  dances at a street corner. 
Or you might end up in a public recreation place. 
There you would see stage professionals rehearsing”.31
The early 1950’s promoters and professional entertainers search these concert halls for up-
coming talent with many of the young prize winners going straight on to the professional 
stage. 32 With the melting pot of the dance culture Western Johannesburg reaches its peak, 
disaster starts to brew. 
25 coplan, p144
26 robbins, After the Dance. p80
27 Coplan, p. 184.
28 Trevor Huddleston, Naught for your comfort, p. 101.
29 Chipkin, p. 227.
30 Chapman, p.150
31 Schlesinger, p. 35.
32 Chapman, p. 140.
Jazz Maniacs, a soPhiatoWn 
Band in 1935. Founded By 
slolMon `zuluBoy` cele: 
Wilson `king Force`
 Silgee (standing left) Saxophon-
ist Zakes Nkosi (seated left) and 
Mackay Davashe (seated third from 
left)
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2.5
    Elimination and Departure 1955-1960 
2.6
 the sway back to the inner-city 1960-1980’s
When looking at the 1950’s and knowing about the force removals in the Western Native 
Townships, we ask ourselves what factors contributed to the forced removals of 1955, and 
how was the social life of the residents affected? Well in short we see that for one, violence 
reached a new high and the government was afraid of the repercussions it would have. 
This was one of the main reasons of the forced removal. According to Trevor Huddleston, 
a journalist, writing about Newclare, “an area characterised with unplanned and unfamiliar 
streets littered with squalid houses in amongst the ‘smarter’ homes. Open yard with narrow 
alley ways connecting them, hundreds of burning galleys* filling the air with smoke which 
one could see from miles away.” 33 Gangsters such as the Russians (a Sotho gang) emerged 
from these conditions and start occupying sections forcefully removing ones that were not 
part of their ‘tribe’. The arena was set; streets were filled with violence and conflict, resulting 
in may people losing their live. 
*Galleys refer to a old steel drum which is packet full of wood, and set alight to provide 
warmth to the people when standing on the street corners 
In my mind the government sat strategically by and watched, knowing the actions of the 
residents would ultimately enforce the idea of eviction and separation. By 1955 the Gov-
ernment turned its focus to the Western Areas and declared it as the ‘breeding ground of 
African resistance’34 hence the removals ensued. Artists and musicians were uprooted, and 
spread across the Johannesburg landscape. Homes and buildings were demolished, for in-
stance both the cinemas were emptied, stripped and left vacant, by 1957 The Odin was de-
molished to make room for future devlopment.35The coloured community stayed in some 
areas while the Indians were sent to Lenasia and the Africans to the Sowetan district. One 
can understand that the governmental laws such as the ‘pass law’ made it hard to assimilate 
the eclectic social environment which many enjoyed in the Western Native Township. 
33 Huddleston, p. 100.
34 Chipkin, p. 227.
35 Huddleston, p. 82.
In the early 1960’s we notice the sprawl of Coloured townships36 to newly developed 
areas; Bosmont, Horseshoe and Riverlea all formed respectively as a result of the overcrowd-
ed nature of the Newclare and Westbury areas (earlier known as Western Native Town-
ships).37 
The Group Area Act restricted the cohesion of a culturally mixed association, thus affecting 
the space of dance, isolating it. Fortunately there was one location in the inner-city where 
Africans, Coloureds and Whites were all welcome; Dorkay House located in the south of 
the CBD on Eloff Street, just opposite the Bantu Men’s Social Centre. Performers from Sowe-
to to Bostmont came, the likes of Hugh Masekela, Abdullah Ibrahim, actor John Kani and 
many more appear. 38 The 8 by 15 metre area now know as a Rehearsal Room, on the first 
floor housed and said to have incubated many of today’s stars. The four story residential 
house in derelict condition, started out as a clothing factory, by the early 1960’s the venue 
was resurrected into a culturally mixed centre (Dorkay House). 38 
As Miss Moetaphele who is now 76 years of age, relates the story of Dorkay House. She 
fondly remembers singing along side Margete Sangana and Sophie Mgcina. Either the 
chorus dancer or vocalist, filling the small stage anchored by a pianist and a deep bass, with 
the seating surrounding the stage and a small dance area just in front of the stage, later on 
in the evening people would move the tables back making more room to dance. Crossing 
the road during the day to the Bantu Men’s Social Centre where she learnt to Ballroom 
dance. 39
“Falling in love with dancing,...
the way a man would gently and respectfully hold me,... 
it made us feel like beautiful honeys”.39
The Bantu Men’s Social Centre was a much larger venue, the double volume space is natu-
rally lit during the day and well ventilated with two rows of windows one running above 
the other, along eighty percent of the facade. The space for dance and performance is 
roughly about fifteen meters by fifteen. We understand how this space was used from Pa-
tricia Moetaphele’s description of the Jive evenings and Ballroom functions. We notice that 
the table and seating would grip the edges of the hall while the ballroom dancers would 
enjoy the free reign of movement within the centre. The focal point would no longer be 
on the jazz musicians in the front but rather the stage would shift to the heart of the venue 
with all the eyes focussed on the dancers. The scene would change just as fast as the event 
could, with its empty nature, could one dress the space to suit any function?
36 Chipkin. Johannesburg architecture and society, p. 130
37 Schlesinger, p. 79
38 Coplan, p. 283
39 interview with Patrica Moetaphele on the 04 May 2011
dorkey house: 
Chris and Dudu
dorkey house: 
Off Eloff Street.
dorkey house: The Manhattan 
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2.7
    Soweto 1960’s till today
The enforcement of the Group Areas Act and Separate Amenities Act of the early 1960’s 
brought about the expulsion of black business from the city into the dusty, austere parti-
tioned zones of Soweto and other township taking centre stage for the struggle of urban 
black culture in South Africa. With the increase of Soweto’s population looming to one 
million in 1970 most of which had no rural ties. According to Coplan ‘a third of which had 
no legal rights to live there, and two-thirds were officially below the poverty datum line’.40 
This dispiriting quality of life in Soweto was represented through the infectious 1975 hit ‘In 
Soweto’
.....situated southwest of the Golden City
You’ve never been there? What a pity.
The population, is about a million
Living on harmony, is my opinion.......
... In Soweto, oh oh –in Soweto.......(hear what I’m talking about) 41
In the late 1960’s early 1970’s Soweto had no city centre, no downtown, hardly any stores, 
fewer public facilities, and maybe only one or two thousand jobs available in tiny neigh-
bourhood businesses. This forced residence to commute daily to the Johannesburg CBD 
on dangerous, overcrowded trains in order to earn scanty wages. The stigma of Soweto’s 
high murder rate and the prevalence of serious assault, along with the physical design of 
Soweto’s townships being deliberately barren with little amenities, relayed a feeling of a 
labour-camp. This was an intension to discourage Africans from identifying with the area, 
‘so one would refuse to call the city their home’.42 Yet just as they had done in Sophiatown 
and most inner-city locations, the residents were determined to create a sense of place 
and community, to establish their permanence as recognised members of urban society 
(no matter what the government did).  With this mentality we see the birth of the Soweto 
uprising of 1976-7. 42
Where the working class of men and women along with students rose up and took to the 
streets protesting the basic human rights that they have been rejected, we see the dance 
of defiance were the students would mockingly dance in the face of oppression. This 
dance form was known as the ‘toyi toyi’ adopted from the Zimbabwean army. 43 originally 
used as a routine to get the soldiers physically fit as well as mentally ready for battle. So 
fittingly was the application of the ‘toyi toyi’ in Soweto. On dusty gravel streets, with the 
fumes of burning cars in the air, students crying and shouting in protest, this is the “dance 
of defiance”, to the rhythm of sound of live gunfire.
Community life took shape in Soweto with social institutions like shebeens flourishing, de-
spite the municipal liquor stores and bars-lounges since 1962. 44 The original residents of So-
phiatown and Westbury had brought their love for music and dance with them along with 
the voluntary associations that were found everywhere including mission churches, sports, 
schools, welfare societies, and youth clubs. 42 The social life of a Sowetan was expressed 
through his lifestyle, predominantly in his approach to recreation and entertainment. This 
would include the celebration of wedding and morning at funerals. 
Please refer to diagram of a wedding celebration I attended. 
From this diagram we peal back the spatial parameter which allows us to understand that 
along with space comes a privacy gradient in the marriage ceremony.  
•Cooking and feast preparations by women outdoors and indoors normally take place in the         
   courtyard or back yard if there is no back yard then the front of the house would do.  
•Gathering spaces - guests if not direct family will be restricted from entering the house for the mere 
.  fact that the house was too small to hold everyone. The guests would gather in the street and at  
   funerals a tent would be erected in the yard and encroaching onto the street. 
•Public limited access (controlled by male relatives at entrance)
•Sacrificial slaughter of animals (optional), with skinning and preparation area being separated from  
   the rest of the festivities.
•Eating space
•Dancing and festivity bleeding into street and the whole neighbourhood involved, this normally  
   happens in two locations.
   First is when the groom comes to fetch the bride from her house, the family in essence     
   celebrates by dancing in honour of her leaving. 
   The next area would be at the couples new home were the celebration continues. This is known  
   as, Procession and Parade in the public domain.
•Between the two locations of dance, they also go to parks for photography’s. The cars are   
   adorned and are shown off, while older men stay behind to hold a meeting and negotiate of  
   what is to happen subsequently.
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Groom coming to collect 
his bride from her house, 
the dance down the street 
allowing anyone to join in the 
neighborhood to join in the 
celebration  everyone  
Bride’s family mem-
bers stand at the 
door of the hose to  
keep an eye on who 
is coming in or out 
of the families house
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In light of these celebrations and many festivities in Soweto streets, one starts to question 
and appreciate space for dance, because of the harsh environment of stone and lose 
gravel under your feet. This can be uncomfortable to say the least, while it has a lovely 
atmosphere of open air celebration.    
This traditional celebration dance has not change much over the years; it would have 
been similar in the 1970’s. To describe the Social life in Soweto in the late 1970s it had one 
established nightclub lucky Michael’s ‘Pelican’, one cinema, few discos, Jabulani Amphithe-
atre and Orlando Stadium for outdoor concerts and a small amount of community halls. 
42
 Also around that time autonomous voluntary organisations started to rent out these com-
munity halls, class rooms or school halls for the practice for their dance pieces, plays and 
music rehearsals. These after work or after school activities keep the young ones off the 
street and busy learning new skills and older ones from seeking a life in the shebeens.
But this wasn’t the only location for dance. The hostel dwellers, being comprised mainly of 
single male mine workers practiced their traditional mine dancers in the court yards and 
spare areas around the hostel. The main reason for this was to compete in the annual 
mine dance competitions held at various locations but mainly at the Jabulani Amphithe-
atre.43 Teams were formed for these dance competitions and there was a strong interac-
tion between team leader and rest of the dancing team. Instructions were re-laid either 
by shouting out or the use of a whistle to change rhythm and movement from slapping 
there boot while raised, to hitting their boots together at the heel.  
By 1976-7 the residents grew tired of the harsh treatment they were suffering under the 
Government and so followed the Soweto uprising, it would totally shift the content and 
form of South African dance and music45. Also television is made ready for all ethnic 
groups; one is able watch different genre of music in your living room. Resulting in the 
new urban Afro-dance pop of the 1980’s called ‘Bubblegum’, 45 directly influenced by 
both African-American pop and Mbaqanga. Following the movement of Michael Jack-
son and other African American artist as well as basing their actions on break dancing, 
Pansula rise’s out of Soweto. Feet kicking in and out, knees pressed together and suddenly 
opening movement focused on ‘Kwela Feet’; lyrically inspired by the likes of Yvonne Chaka 
Chaka and the late Brenda Fassie. Their music representing the happenings of the ‘ghetto’ 
(Soweto) the jargon used and the fashion statements which were reminiscent to Ameri-
ca’s stars of the time. These factors contribute to the style of today ‘Kwaito’ readily associ-
ated with the gangster of Soweto, with their flashy cars, stylish foot wear and expensive 
cloths. Alternatively according to the stars of the ‘Kwaito’, the term simply means ‘hot and 
kicking’46. One of the first ‘Kwaito’ hits was by the artist Arthur Mafokate with the song 
“Kaffir”. He was first discovered on a South African talent show called Jam Alley in 1995. 
46 (the talent show will be discussed later) 
The younger generation aspired to live the ‘Ghetto Fabulous’46 life style, from the early 
seed Michael Jackson planted to the ostentatious cars the Magimbo’s drove. The dress 
code changes, the moves become more improvised and less structured. They practice and 
showcased their style at schools functions and house parties, later these ‘Housas’(house 
parties) end up spilling out into the streets.
With this factor the music one needs to dance to becomes too soft, because if one is stand-
ing out in the street relying on the stereo system inside to supply your beat you would 
hardly hear anything. Hence the introduction of “Bula buti” were a person will install twelve 
or fifteen inch sub hoofers encased in a box within the car’s boot space, these sub hoofers 
are connected through two to three amplifiers, sending enormous amount of decibels out; 
Hence the saying “Bula buti” (open the boot). 
As a result of the materialist mindset, the vantage point changes leaving the traditional 
dance with the partner behind to dance with their newly adorned modified vehicles. 
‘Gusheshe’ as it’s came to be known; is the dangerous art of allowing the car to glide and 
spin controllably, better known as Ghost riding. This was the snow ball effect of Street par-
ties because some sort the attention that they found in Ghost riding. Bongani describes it as 
a dance with him and his partner (the BMW 325is);47
Spinning her into a lock position 
and putting a brick or weight onto the accelerator,
 then I climbing out of her,
 through the sun roof,
 or the door.
The car is still spinning. 
I then play a game with the ‘is’, 
running to or away from her 
making the crowd think that the car has a mind of its own,
 when the time is right.
 I jump onto the front of the car opening her bonnet to check what’s wrong.
 Then climb back through the sunroof, 
the dance ends with the crowds screaming out my name.
 This is ‘Gusheshe’.” 47
For this reason the up keep of their cars are necessary, not only maintenance of the engine 
but also the identity of it ‘the Bling Look’. Hence Car Washes start appearing on sidewalks 
or empty plots. This too has an element of dance; the entrepreneur notices that to attract cli-
ents he needs to provide a certain quality of space. This is accomplished with music; paying 
for electricity from the neighbours he connects his Hi Fi system, jamming the latest tunes. 
Not only people owning cars arrive but others come just to relax, associate and dance. 
In an interview with 10 year old Nonklahla she simply state:
“We not forced to dance,
 We love to dance........ 
We just need a room to do it in.”48
The simple statement of Nonklahla suggests that there is a clear need for a formalised dance space in Soweto, 
but how does one insert an intervention in such a manner as to not upset the informal? 
Also placing it in the contexts sensitively which would add life and another layer to this palimpsest of social activi-
ties.   
40. Coplan ,pg 234
41. Coplan ,pg 235
42. Ndlovu, The Soweto Uprising, pg 110
43. Ndlovu, The Soweto Uprising, pg 123
44. Coplan ,pg 237
45. Kofie, 1994: p 56
46, boloka, 2003: p99
47. Interview with Bongani on the 26 April 2011
48. Interview with Nonklahla on the 27 April 2011
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2.8
    Visual media 1990 - 2010
As mentioned earlier the influence that Visual media has had on dance in general has 
been phenomenal. The following four sub headings will discuss alternative South African 
shows being broadcast today. Starting with ‘Jika Majika’then ducussing ’So you think you 
can dance’ with others, and ending with Jam Alley . Using dance as a tool to allow the 
youth to dream, get discovered and later some will become professional dancers or  
chorographers.  
As mentioned earlier the influence that Visual media has had on dance in general has 
been phenomenal. The following four sub headings will discuss alternative South African 
shows being broadcast today. Starting with ‘Jika Majika’then ducussing ’So you think you 
can dance’ with others, and ending with Jam Alley . Using dance as a tool to allow the 
youth to dream, get discovered and later some will become professional dancers or  
chorographers.  
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    Newtown Today
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Dance Factory
Moving into dance
3
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    Conculsion
Recreational activities side by side to each other, the mixture of dance with the other social 
activities. Arising out of this we see the need to provide the correct spatial requirements for 
these activities. The above investigation took us through how Township dwellers used the 
space they were given and made something special from it. From the gravel yards of She-
beens to the wooden floors of the Bantu Men’s Social Club. The ‘TO SCALE’ drawing assist 
in seeing the correct space on needs for the indoor activities, because if the space we as 
architects provide is too large or too small the building loses its use.
Choreographer George Balseen said “Space is everything, a symphony can be enjoyed live 
or recorded, a play can be seen or read, but dance emerges through the single medium of 
space. Without space dance doesn’t exist.”49
 49. ARMSTRONG ,pg 32
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3.1  
Current Context 
The aim of this mapping exercise is to illustrate clearly where dance, and 
specifically certain types of dance, are predominantly performed and prac-
ticed in the Johannesburg today. It is hoped that by Showing the different 
locations of dance studios and types of spaces where dance occurs in the 
city The source material used for this investigation was taken from various 
registered dance organisations’ statistics, dance directories, magazines, the 
yellow pages, newspapers, dance websites, personal interviews and Joburg.
org.za. The Perimeter set for this exerciseis that any spaces of dance which 
were located beyond Kempton Park (East), Midrand (North), Roodepoort 
(West) and Ennerdale (South) were not included.
The main types of dance that are practiced and performed in Johannesburg 
today are; locally adapted contemporary dance, pantsula, gumboot, edu-
cational dance (better known as edudance), ballroom and Latin, modern 
dance, breakdance, street dance, specialized dance (Celtic, highland, Scot-
tish, Irish and
line dancing), tap, freestyle, hip-hop, ballet the most resent forms of dance 
arising out of the city is the adapted contemporary dance and edudance 
together with break-dance which are predominantly practiced and per-
formed within the central and south-western areas of the city like Newtown 
and Soweto. Ballroom and Latin dancing is very popular within the north-
west, west and south-west regions of the city, with the majority of the com-
petitive ballroom and Latin dancers practicing in the west and south-west 
areas. Specialized dance appears to be practiced only in the north of the city 
(mainly in Midrand), whereas tap, freestyle, hip-hop and modern dance all 
fall within the west, north-west, north and north east section of Johannes-
burg.
The distinction should be made at the outset were all the contemporary wester-
nised dance forms found on the map is a location of a studio. Whereas all the 
informal dance such like Pantsula happens on the street corners 
3
9
4
0
4
1
4
2
4
3
 The mapping exercise revealed a gradient of spaces of dance across 
the city; ranging from the sparse distance between few spaces in the south 
and the concentrated distance between many spaces in the north. This is 
because in the northern half of the city each space of dance belongs to one 
dance school that often only practices one type of dance. In the southern 
half of the city each space of dance is used by many different dance schools 
that practice many different types of dance. This confirms the fact that in the 
southern half of the city the spaces used for dance are shared. Reasons for 
this could be cheaper rental, cheaper maintenance and a lack in the num-
ber of spaces that are designed for public dance.
Within Soweto we find no Formal Dance Studios at 
all. Dance seems to accurr in and arrounds shopping centres, 
resheasring in recreational spaces, community halls, school hall 
and classrooms. 
4
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Soweto Enlarged
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Car Wash alongside the road.
Iconic simbols of Soweto
Suburban Sprawl
Amidst all the dirt and degradation 
seen within Soweto we still noitice those 
that are trying to better there living 
enviroment 
3.3
The Environment
Liquor found easily and cheap 
there is almost one or two liquor stores in evey main 
road in soweto
4
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Car Wash alongside the road.
Street vending. 
Placing their stores alongside the road to maximise there client base (pedestri-
ans coming and going to work). The stores normally stay open to late hour’s of 
night, packing up there goods and storing them close by.
Community Halls:
The space facilitates many functions such as small wedding receptions, dance 
competitions, community meeting, dance and drama rehearsals.
Civic Development:
Large Scale contempary buildings 
are stratigicly placed to facilitate  the 
needed function. 
Nelson Madels’s house:
Curtain buildings have been 
renovated and become tourist 
attractions. Exposing those that 
never grew up or seen Soweto to it 
character 
Iconic simbols of Soweto
4
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3.4. 
The Inhabitants 
“What I move like I have no bones 
..Watch...... i would just like a place were i 
can go and practice !!! and talk to people 
that love what i love .DANCE
We all live for the weekend ! It becomes a 
time when we can just break down.
theirway to many Shebeens in Soweto but 
most of them i Love going to
mic’s says that “ my older bother dances .... 
and one day i ganna be just as good as him!
(Mic’s is in a blue tshirt)
Donald a dance instructor says ‘“many 
children love coming to our place to learn 
how to dance.... I would say there is a lot of  
interested people in Soweto from young to 
older ones who want to learn to dance.
4
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Kyle Shepherd
Jethro louw
Bliksemstraal 
Jitsvinger
Shane 
Cooper
Emile Jansen
Blaq PearlMoenier Adams 
One day she’ll be famous
The Flashy life: that comes with a Soweto 
dance culture.
I need a space were people would love to 
here me play. a place well know ... because i 
want to get recognised 
5
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1 day in a dancer’s shoe’s
interview with GROUP
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The year 1950 marks the birth of Pantsula, conceived in the townships of South Africa. 
Initially referring to a dress code, ear marked as the dress of ‘tsotsis’ (gangsters), later the ap-
pearance of pantsulsa evolving into a cultural expression of malleable dance “it’s as if they 
have no bones”. Says Kabelo. Pantsula dance was a way for young men in the area firstly to 
impress the ladies, and secondly show off their swagger. By 1975 war broke out in Soweto, 
The residences engaged in battle against the Apartheid police and pantsula evolved yet 
again but this time most of the residence used it as a means to express their feelings. 
Rather than associating a negative stigma of violence with this dance form, Real Action ‘a 
dance crew’ based in Soweto has morphed its meaning. These young men now use it as 
a tool to educated younger ones in conjunction with it being their means of employment. 
………, is home to Real Action dance crew a township on the outskirts of Soweto. Were the 
names of Kabelo, Beat Box J, Sibusiso Mthembu and Bhanzele Masango have become lo-
cal celebrities’ acting as role models to the younger ones in the community. Their first TV 
appearance was on a MTN advert and subsequently they have been asked to do 3 more 
TV commercials. Together with with their appearance on Jika ma jika, some music videos 
and some road show. 
Visiting them on a Saturday morning Sibusiso advised me that the Sunday afternoon would 
be a better time to come because they entertain the community with an impromptu show 
held on the streets. A experienced would hardly forget, the movement was entrancing and 
as the dust settled I noticed the pavements were lined with troops of children copying the 
dance steps of Real Action Crew. 
Talking to Bhanzele while he laid out his clothes on the bed he explained that for a Pantsula 
dancer the execution of the steps comes rather naturally but it is the physical appearance of 
a dancer that is so important. “You must display cassie swagger” he said. “The White all stars 
orange, yellow and black jump suits this is how the neighborhood identifies us”. 
We manage to earn a living through what we love ‘dancing’. Also Pantsula has instilled 
discipline within me allowing me to stay away from drugs, alcohol and crime”, this being a 
significant problem amongst the youth today. Dance becomes both a vehicle of self disci-
pline and a financial support to the younger ones amistad the massive unemployment rates 
of youth in South Africa.  
5
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“Pantsula is so discredited”, it is so important for community life in Soweto, keeping younger once 
focused on dance and not allowing time or opportunity for any bad influences.      “We sketch the 
current affairs,...  like right now there is a lot of diseases around us spreading like wild fire, so the 
drawings teach the people on what to do and not to do”……..    
      “Take us seriously we tying to help.”
What is the future of Pantsula dance? Whatever it is the past teaches us that 
it will always play a vital role in a Sowetan life.
5
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Recreational Hall
Stars of the future
A non profit organization called ‘ Starts of the Futture’ rent out a recreteational hall located 
in Meadowland. Where modern day, and ballroom dance is taught. the building is large 
enough for atlest 15 people to practice but the normal requierments codusive to dance it 
lacks. such as sprung flooring and wall to wall mirrors. but the residence love the space in 
any event.
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4.1  The flow of space. 
4.2  Choreography and Architecture
Material/ Immaterial
4.4   Collective Individuality
4.5  Material Expression
4.8  Environmental contextualism
4.11  New Concepts. Hybrid techniques
4.12  Green Design. A New Kind of Architect
4.13 Emergence and Generative techniques.
4.9  Site-specific operations on Matter
Operating on Nature
4.10  Artificial Nature
4.6  Interdisciplinary Exchange
Context
4.7  Abstract operations on Matter
4.3  Performative Architecture. Architecture and the Body
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Introduction
4.1 
The flow of space. 
Like a dance piece that has been choreographed, when architects conceive space in our 
constructed surroundings we are extensively concerned with the movement of people in 
and around them. However in times gone by architectural space has mainly been envis-
aged through static organizational model, and materialized itself through permanence and 
stability rather than that of movement and vibrancy. The contemporary challenge we face 
is to seek novel ways of interacting with our environment leaving the inert models of or-
ganization behind us, to discover a new aesthetic, architectonic through social patterns 
without limiting our focus just on the space of the body. I would like to propose the pos-
sibility for an increased consideration of ‘space’ through the investigation of choreography 
and dance technique. The arising question is: what possibilities can a physical discipline, 
like Architecture exploring new terrains, discover from the structural and spatial concepts 
intrinsic to dance choreography? Developing and applying these concepts into our natural 
context with sensitivity. To phrase it in another way, can we as architects press forward and 
leave what the traditionalist viewed as an architectural space behind, in order to explore 
new regions that look at the effects that movement within an environmental milieu? With 
this in our mind movement ascends above been purely an experiential occurrences, but 
as collective assorted flows with the capability of rewriting our relationship with nature; a 
conglomeration of architecture and culture which doesn’t sit in opposition to nature but 
rather as part of one dynamic system of possibilities. The aim of this thesis is thus to explore 
the intersection of Architecture and Dance, in order to increase the potential for innovation, 
allowing it to exist under new terms; where scientific and technological discoveries can be 
used to forge a new relationship with the nature.
4.2 
Choreography and Architecture
For us the body is much more than an instrument or a means; 
It is our expression in the world, the visible form of our intentions. 
Even our most secret affective movements, …, help to shape our perception of things.1 
-Maurice Merleau Ponty. (The Primacy of Perception.)
Looking to the past we notice the performer pushing the boundaries of his discovery be-
yond the limitations of the stage to new terrains, directing his work in natural or architec-
tural setting. This shift from the conservative performance space has endorsed a new po-
tential in their craft, where there movements become like extensions of the chosen territory. 
This can be seen in the seventies with the work of the early pioneer’s likes of Trisha Brown, 
Sankai Juku, and Pina Bausch, who unlocked an entirely new course of investigation for 
choreographers and dancers. Countless contemporary choreographers are flowing in this 
shift beyond the realm of the black box theatre to unravel the potential of flow in unknown 
terrains. For instance Carol Brown, a Choreographer based in London explores the overlap-
ping of architecture and choreography through site-specific work often collaborating with 
architects in her work so as to gain an understanding of how architects view space. She 
writes:
 Dance and Architecture have a lot of common ground. 
Both are anxious with practice of space. 
For a dancer the act of choreography as a writing of place occurs through the unfolding 
of spatial dimensions through gesture and embodied movement. 
For the architect space is the medium through which form materializes and habitation is 
assembled. 
For both, the first space we experience is the space of the body. 2
In the first of his ten books on architecture, Vitruvius listed subjects which the architect must 
study, this includes music and philosophy. What would be interesting to speculate is how 
architecture might have been different today if he had added choreography to the list.
Nature 
Architecture Culture
Alternative Reality: Where Architectural plans would look simliar to 
choreographs notes
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4.3 
Performative Architecture. Architecture and the Body
We know nothing about a body until we know what it can do, in other words, what its affects are, how they can or cannot enter into 
composition with other affects, with the affects of another body.3
- Gilles Deleuze. A Thousand Plateaus
The body is our physical existence in the world and the vehicle through which we understand our environment, either natural or built. Yes 
from our perspective the body does become a central entity within space because it structures our engagement within the world, but this 
is not the intrest of the thesis let us rather focus our attention on how this body (or bodies) move through space, enhancing the dynamic 
of the physical milieu. The human body was viewed as the centre of universal proportion in ancient times, and was thus the bodies implied 
presence in architecture the from the dimensioning of columns to room size based on human figures . Nevertheless, this partly concern of 
human proportion placed within a whole of a building is troubling because what is forgotten is the way the body performs in a particular 
environment this being in the built or natural. Therefore let us forgo the analogy of the body or its endless measuring and representation 
of proportions for now and refocus our thinking of the body as a compilation of force fields or vectors pushing directionality within place 
which will ultimately affect the space through its performance in the built environment.
  
Architecture should seek less to be an abstraction of the lineaments of the body and more to engage the body’s effective and affective 
spectrum. It is a faulty assumption that patterning architecture on the body makes it more human, just as it is a faulty assumption that the 
body is the pattern of the universe.4
The suggestion is that the body can perform as an extension of the space, and the place as an extension of the body’s performance rather 
than representing the body, unravels new possibilities for something unique to emerge out of the immaterial world into the physical built 
surroundings. The meaning of the body then has no relevance or provides no interest to us anymore, rather it swells in significance when 
connected to the to external events and thus becomes activated through what the body can do in and around it. These thoughts inter-
twine with the thinking of Gilles Deleuze and what he called impersonal individuation5; one that is distinct from personal individuation, 
thus dealing with multiple singularities rather than with something particular. Now if we were to apply this thinking to a collection of bodies 
interacting with space how would the space alter?
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Material/ Immaterial
4.4
Collective Individuality
(...) each individual is an infinite multiplicity, and the whole of Nature is a multiplicity of a 
perfectly
individuated multiplicities.6 - Gilles Deleuze. A Thousand Plateaus
In contemporary times we find no clear cut conventional manner in how to approach 
art or architecture this fact opens up the possibility for creative thinking and for capitalist 
consumption of the stars. Lack of this conventional means of categorization or classification 
with no constraining rule book to follow the do’s and don’ts liberates one’s mind allowing 
the freedom of thinking, exploration, and experimentation of form and space possible emer-
gence of new individual potentials to occur. 
Architecture of the 20th century was dominated by masters of what was known as the 
International Style with figures like Le Corbusier, Mies Van der Rohe and Gropius. Most peo-
ple, looked up to them as examples to follow and venerate, knowing that they would never 
achieve such greatness on their own. Those who disagreed with them clearly distinguished 
themselves as anti=modern, or post=modern; leaving little room for other free=thinking, 
non=classifiable individuals like Scharoun or Alvar Aalto. One could argue that the more 
quantity of individual thinkers there are in architectural theory and practice, the less impor-
tant the specific individuality becomes in favor of a collective of individuals, where diversity 
becomes potential. Again, we look to Deleuze’s idea of singularity rather than the particular 
or the essentialist view. It encourages us to think of our practice as a continuous becoming 
rather than a static being; opening it up to difference through multiplicity and variation. 
Similarly, in his book on Assemblage Theory, Manuel DeLanda makes a clear distinction 
between Assemblages and Essences.7 He argues that that Deleuze’s theory of assemblages
provides a framework for the study social complexity; connections and relations at all scales, 
ranging from the individual to the territorial. In other words, assemblages are wholes char-
acterized by relations of exteriority where the whole is much more than the sum of its parts 
and therefore cannot be reduced to the sum of its parts. Deleuze writes:
What is an assemblage? It
is a multiplicity which is made up of heterogeneous terms and which establishes liaisons, 
relations
between them, across ages, sexes and reigns - different natures. Thus the assemblage’s 
only unity is
that of a co-functioning: it is a symbiosis8
In the late fifties composer John Cage openly questioned the spatial stability of orchestral 
configurations and advocated for the physical separation between members of a musical 
ensemble.9 He believed this would give more freedom to each musician, fomenting their 
individual capacity to generate music and create new musical relations with each other, 
the audience, and the architectural space that housed them. He wanted to part from the 
notion of the musical orchestra as an indistinguishable whole and allow instead for the 
potential of singularities to arise. He broke the ensemble to create an assemblage: a multi-
plicity of singularities and relations, rather than a fixed space/time configuration or essence. 
I would like to imagine a way of approaching the practice of architecture as an assemblage 
rather than an essence. Moving away from the idea of the particular individual or trend, 
and towards conceiving of it as an assembly of individual multiplicities, singular yet general, 
that become activated through their performative relations; through affect and expression.
4.5
Material Expression
For the duration of the so called Expressionist period in art and architecture, artist started 
dealing with direct communication of emotion. Opened a period of rich in experimen-
tation, what was particularly significant during this time was how the ephemeral and 
subjective world of emotions started emerging as physical and material manifestations- as 
a of collective expression
In the dance scene one of the most noteworthy figures exploring movement theory 
was Rudolf Laban: a modern day dance pioneer with German origin who discarded the 
decorative prettiness of ballet in errand of bleak aesthetics and emotional intensity. Con-
ventional dance education in Europe chiefly dealt with highly polished routines involving 
different combinations of steps. According to Laban (1976) he thought of dance rather as 
an expression of movement through ‘flow’, these types of flows could be understood as 
either free-flow or bound-flows adding the performer’s expression with different physical 
intensities. Laban also created a means in which recording human movement, a transient 
art into something materialized into the physical world. This notation devise was to add 
the difficulties in transmitting dance through the generations this being the main chal-
lenge the expressionist faced; ‘Labantion’ became a universal notation system. Where 
music had scores, architects had plans, and now dance had a comprehensive system of 
transmitting or documenting this Ephemeral art. Recording every kind of human emotion 
and motion without the connection of a particular style of dance attached.  
So to look at the definition of choreography,
The art of designing a sequence of movements in which motion, form, or both are speci-
fied.
 Choreography may also refer to the design itself, which is something expressed by means 
of dance notation.
 The word literally means “dance-writing”
 ….. A choreographer is one who creates choreography. %$#
.
Choreography can be seen as a composition of dance movements, and is created by ap-
plying one or both of these elementary techniques:
• Improvisation, this is when the choreographer gives the dancer a general 
directive (score) which will serve as a guideline for improvised movement and form. For 
example, a score might direct one dancer to pull towards the other dancer, who will in 
turn resist this motion by withdrawing, or the composition Known as contra dance chore-
ography where a score might denote a sequence of movements that are to be executed 
in an improvised manner for the course of the musical compilation. Improvisational scores 
typically offer a wide range for personal interpretation by the artist or dancer.
• Planned choreography, diction of movement and form must be executed with  
               the utmost detail; this leaves no room or opportunity for the artist to interoperate     
any movement.
With these fundamentals in the back of their minds, Motion Theorist (choreographer’s) 
view and judge the dance piece through the quality of expression of the dancer. Observ-
ing how he or she hollow, narrows, or lengthens on the stage in amongst the crowd of 
dancers or individually. So let us investigate these expressive qualities
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The Hollowing:
,jhgf,jyfl,iyfliyfluyfuyf
The Shorting:
,jhgf,jyfl,iyfliyfluyfuyf
The lengthening:
,jhgf,jyfl,iyfliyfluyfuyf
The stretch:
,jhgf,jyfl,iyfliyfluyfuyf
The stretch:
,jhgf,jyfl,iyfliyfluyfuyf
The Bulging:
,jhgf,jyfl,iyfliyfluyfuyf
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Rudolf Laban, photo from limsonline.org
When naming a movement, we can see it and experience it more clearly. This series 
explores the many names that Laban Movement Analysis offers. While these often sound 
like regular English words, they sometimes have slightly different meanings when used in 
Laban’s context.
In Laban’s book ‘Shape Flow’ he refers to the subtle, personal movement that underlies all 
movement and breath let us look to some
Ways of Seeing (Narrowing)
The movement is about condensing in towards the center within the horizontal dimen-
sion. It is the opposite of Widening. Notice next time when we try to take up less space 
your  torsos seem to shrink When we are scared, or shy, or not breathing fully. Sometimes 
we Narrow so the people around us will not feel threatened.
Try it: Exhale and contract your ribs in towards your center. Smoosh your shoulders and arms in 
towards your sides. Feel your torso Narrow. Pretend two elevator doors are closing in on your sides. 
Think about the times in your life when you Narrow. Is that effective for you? The next time you are 
on a train or bus or plane, notice the people around you. Who Narrows and who Widens? Do the 
opposite of what you normally do.
Ways of Seeing (Widening)
When widening one expands to the right and left, in the horizontal dimension. Your arms 
move out to the side, but your breath and whole bodily senses do too. Widening is ex-
pansive, open, vulnerable. It is the movement we do before we give someone a big hug. 
We Widen when we are proud, full of life. Also when we want to establish dominance, 
power.
Try it: Take a deep breath and expand your ribs out to the right and the left. Feel your chest and 
shoulders Widen. Allow your arms to follow the movement of your breath, imagine the whole 
world is yours. Think about the times in your life when you Widen. Decide on one situation in which 
you would like to Widen more. Think of the people you know who Widen. Do those moments 
excite you, irritate you? Do you trust them? Watch for the next time a dancer Widens in order to 
stretch out a movement, appear bigger
Ways of Seeing (Shortening)
In Shortening,you condenses down or up towards the center of the body (torsos). Short-
ening is a natural part of breathing and recuperating. It can be done in order to appear 
shorter and less imposing. We sometimes Shorten when we are in pain or feel shy or 
embarrassed or are cold. Shortening is the opposite of Lengthening.
Try it: Who do you know who regularly Shortens? Exhale fully and feel your torso shrink. Pretend 
you have a very, very heavy book on your head. Does this feel natural or unusual for you? Do you 
Shorten while working on the computer, while at work, or with particular friends and family? Notice 
the next time you Shorten in order to talk with a child or connect more intimately with someone. 
Observe the ways that dancers use Shortening for expression or for rest.
Ways of Seeing (Lengthening)
In Lengthening one expands up or down. The ballet dancers Lengthen in their upper 
bodies. Lengthening is a characteristic of ballet. It helps create the impression of lightness, 
of floating. It supports rising up to point, balancing, and jumping. People also Lengthen 
when they are trying to look taller, more confident, when they’re trying to see over some-
one standing in front of them. Lengthening is the opposite of Shortening.
Try it: Pretend you are very tall. Reach your head up to the ceiling. What doesLengthening feel like 
for you? Is it common for you or rare? What could Lengthening look like in a proud child, in a witch, 
in a haughty woman, in a basketball player? Extra Credit: Find your tailbone at the very bottom of 
your spine. Now Lengthendownward from your tailbone towards your chair or the floor. Feel that 
Lengthening in opposition to your head moving upward. Feel the space created along your spine.
Ways of Seeing (Lengthening) 
In Hollowing, a Shape Flow movement condenses (often backwards) towards the center. 
The two parents above are bothHollowing in their torsos; their chests seem to almost 
cave in. In the mother, this movement quality makes me feel a despair and a kind of quiet. 
In the father, the Hollowing makes me feel passive weight and that he’s trying to come 
closer to his child’s height.Hollowing is also used functionally. It is the exhale to better ac-
cess deep stomach muscles in a sit up. And it is a Graham contraction. 
Try it:  When do youHollow? Is it common for you or rare? What could Hollowing look like in a 
teenager, a doctor, kindergarten teacher, a lover, a ballet dancer? Exhale, feel your belly come in 
towards your center. Cave in your chest. How do you feel? Note the next time you see a performer 
Hollow.
Ways of Seeing (Bulging)
It is the subtle, personal movement that underlies all movement. Even in “stillness,” It is the 
breath. It is intimately connected with self. It is crying, laughing, sighing. It is the movement 
we do to make ourselves more comfortable: adjusting our sleeping position, twirling our 
hair, twiddling our fingers. In a skilled performer, Shape Flowsupports personal, integrated, 
connected dancing
Try it: How do you feel around other people who are Bulging? What would that Bulging look like in 
a football player, a boss, someone who is indignant? Puff your chest out like you are proud. Breathe 
deeply letting your belly and your chest expand. How do you feel? Note the next time you see a 
performer Bulge.
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Although Labanation has been used extensively as a notation system, today the tendency 
is towards using the developments of digital technology, such as Dance Forms10 started 
by Merce Cunningham and used as a new technique for, not only notating choreog-
raphy but also generating it. Interestingly, Cunningham’s motive in developing these 
systems of communicating movement were far removed from those of Laban. In his essay 
of 1955 called “The Impermanent Art” he advocated for a dance of ideas. 
These ideas seem primarily concerned with something being exactly what it is in its time 
and place,
 and not its having actual or symbolic reference to other things.
 A thing is just a thing.11
Dance for Cunningham was not about conveying a particular emotion or meaning, but 
about exploring the potential of movement through constant experimentation. He used 
chance procedures for choreographing seminal pieces, explored complete independence 
to music, (allowing dance and music to come together only during the performance) and 
gave minimal information about the dance to his set designers in order to allow them 
more freedom. He collaborated extensively with composer John Cage and artists Jasper 
Johns and Robert Rauschenberg who were pioneers of novel techniques in their respec-
tive disciplines. Most importantly, Cunningham broke with the idea of dance as a purely 
body-centric discipline, elaborating conceptual approaches which enhanced movement 
within a larger global context. Dance is no longer about a sequence of steps and Archi-
tecture is not about a sequence of static spaces. Both disciplines become alive through the 
continuity of flow and uncontained movement.
4.6
Interdisciplinary Exchange
No art form exists in a vacuum, and unquestionably social and cultural climates throughout 
the ages are echoed in the dances and architectures of those years. Therefore it is interest-
ing to see how discoveries in science and developments in philosophy have influenced 
these arts. However unlike architecture, dance is a notoriously momentary art and as such 
has few physical records of its history; often existing just through the written words of dance 
critics.12 Architects no longer deal with issues confined purely to architectural practice. In 
order to describe new directions of work we are finding ourselves borrowing and adopting 
terminology, as well as techniques, previously only used in Biology (morphogenesis, emer-
gent, generative…)or mathematics (knots, array, computation…).
In the Arts, performers are at the forefront of inter-disciplinary experimentation. Blurring 
boundaries between dance, theatre, architecture and new technologies has allowed cho-
reographers to explore entirely new realms of thought and practice. Similarly, more than 
ever, the Architect is required to have a panoptic vision that encompasses a wide variety 
of social, cultural and environmental knowledge, making multidisciplinary work not only 
relevant but almost necessary in the contemporary world.
Though it is still important for each discipline to contribute within its own expertise, hybrid-
izing a discipline opens a vast array of new conceptual possibilities. Previously undiscovered 
problems arise from this   hybridization, and demand new technical solutions, which must 
necessarily be economically and environmentally viable.
Architectural form that emerges from studying other disciplines and improving the incorpo-
ration of natural resources is inevitably far removed from that which resulted from orthodox 
academic methods. This principal is the basic motor for the investigation started with this 
thesis, which aims at answering the following question: 
• Will a new type of architect, unique yet depersonalized, arise from this interdisci   
plinary development?
What is clear is that our old instrument of architectural critique needs to be questioned 
and a new system of aesthetic evaluation in tune with the current context must be imple-
mented. It will be of no use to keep evaluating architectural form with the orthodox rules of 
proportion, harmony or order. New formal values and techniques must be born from new 
forms, and hopefully instigate new debates that can open a path towards an ecological 
culture that blurs boundaries between the performance of an architectural venture and the 
performance of the human body in its environment.
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Context
4.7 
Abstract operations on Matter
It is no longer a question of imposing a form upon matter but of elaborating an increasingly rich and consistent material, the better to tap 
increasingly intense forces. 
What makes a material increasingly rich is the same as what holds heterogeneities together without their ceasing to be heterogeneous.13
 -Gilles Deleuze. A Thousand Plateaus
It is said that during a walk, the nineteenth century painter, James Whistler, stopped impressed with the landscape perspective beyond him. 
His disciple, seeing that he did not have his drawing utensils, quickly offered him his. But Whistler explained that he purposefully did not have 
his drawing materials in order to paint the perspective from his memory’s impression of the place. The details of the landscape’s context were 
not important to him; it was less about the particulars of the landscape and more about the effect it had caused him. He seemingly did not 
want the specifics of the context to cloud a more powerful abstract impression which necessarily had to be guided by a sense of freedom. 
Architects are trained to work from documentation of a place; information on its context and history as well as from visits to the site which are 
in turn documented and recorded. I would like to argue that to avoid a historicist or formal reading of the site’s context, architects should not 
visit the site until well into the development of the project, and if they do they should not document it. Greater levels of freedom can only really 
be achieved through deeper levels of abstraction. It is truly liberating to visit the site only after having had an impression of it through abstract 
documentation, or through an undocumented almost Situations’ site visit. This is the only way to avoid the repeated imposition of a supposed 
contextual or historicist form onto our material environment.
4.8 
Environmental contextualism
Visiting a site, spending endless hours on a site prior to designing the form that is to inhabit it is no guarantee of a more contextual project. 
Rather, at times it can be constraining and reductive if one falls into the trap of taking its formal conditions literally. There can be no such thing 
as a contextual building not anymore. But neither is there such a thing as tabula rasa or terrain vague which the Modernists evoked. We can 
no longer codify and classify our attitude towards the site as contextual or destructive. There is an in between situation which has much more 
potential as it takes into account what Deleuze referred to above as the heterogeneities of matter (site) and arises from looking at the forces of 
a site, giving way to a new kind of contextualism: one that is driven by a reading of the forces of the environment, whether natural or artificial. 
Seen this way, built form becomes contextual in that it exists as a material manifestation which invariably transforms and is transformed by its 
context. When a project is built on a site, neither the site nor the project will ever be the same, a site changes the project and the environment 
transforms it over time. Our responsibility as shapers of matter through form is to understand the very nature of that matter not by imposing 
form onto it, but by shaping form around its forces. By rethinking the idea of context in relation to the forces which make up that context: to 
the sun, the wind, the smells, the colors those immaterial energies that are the new environmental shapers of form.
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Descent. Sens Production
4.9 
Site-specific operations on Matter
Choreographers working in new environments, far from the conventional performance 
space, no longer have total control on lighting and sound effects or even the perfor-
mance viewing angles. Thus new technical solutions and conceptual approaches must be 
devised to counteract this lack of control; transforming these difficulties into potentials for 
innovation. To illustrate this, one could pick from a large choice of works being produced 
today under the umbrella of site‐specific choreography. For instance, a work created by 
a New York based choreographer, Noemi LaFrance called “Descent”:
Performed by twelve female dancers around the architecture of a spiralling stairwell. The 
audience descends twelve stories to experience an intimate and unpredictable perfor-
mance.14
Here the choreographer controlled the movement of the audience by having them 
descend in unison with the dancers. These types of site-specific performances and instal-
lations attempt to explore human movements within specific man‐made environments, 
through the creation of a new language that hinges on the performative potential of the 
space, interacting with the site and the audience. Exploring the intersection between the 
material environment of our physical space and the more immaterial notions of
our existence (relating to how we move in physical space) can bring about new ways of 
operating on our built landscape, and imbue our disciplines with enhanced possibilities.
I am not advocating for a dematerialization of Architecture, however. Quite the contrary, 
consider the immaterial effects in the production of a material practice, is not at all about 
ignoring the material per se. It refers more to the conception of a material production. 
It is about thinking how to make immaterial notions material; ultimately it is about creat-
ing material effects. Thus it is crucial that we still work within the material and production 
limitations of each discipline.
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Operating on Nature
4.10 
Artificial Nature
The plane of consistency of Nature is like an immense Abstract Machine, abstract yet real 
and individual. (…) There is therefore a unity to the plane of nature, which applies equally 
to the animate and the inanimate, the artificial and the natural. 
This plane has nothing to do with a form or a figure, nor with a design or a function.(…) 
Instead, it is a plane upon which everything is laid out and which is like the intersection of 
all forms, the machine of all functions15
- Gilles Deleuze. A Thousand Plateaus
The opposition of nature and culture can no longer be conceived of as a simple dialec-
tic. New ways of thinking and new techniques must be generated to bring architecture 
closer to nature. Paradoxically this can only be achieved through deeper levels of abstrac-
tion. Rather than conceiving of landscape and the building as discrete elements, one 
could consider them as part of an overall field condition; continuous in terms of flow, yet 
materially different and varied throughout.
Nature is both dynamic and systemic, and open to temporal transformations. The tem-
poral condition of planning with natural elements has often been disregarded. During 
Modernism the elements of urban planning were ordered under precise functional quali-
ties and the relationships between these elements were distinct and clearly defined. There 
was no room for the unexpected both in terms of use (flow) and in terms of temporal 
transformations (change).
The relatively new term artificial ecology, isn’t just a new formal expression or a shortlast-
ing fad for the natural. Instead, it has the potential of being a tool for true innovation. Old 
models have been unable to deal with the growing complexities of the contemporary 
world as they relate to the changing environment. Thus only by questioning past certain-
ties can we move ahead and evolve in any discipline. We have already seen how radically 
artists such as John Cage or Merce Cunningham have changed their respective disciplines 
by questioning deeply rooted givens.
Modernist premises gave us regurgitated models of cities and urban planning that have 
failed to find spatial solutions to the interwoven social, cultural, environmental, economic 
and political conditions of our contemporary society. The hope is for a more cohesive and 
continuous discipline –or hybrid practice : to emerge by fusing architecture with land-
scape and the scientific technologies as well as with larger relational concepts of flow.
4.11
New Concepts. Hybrid techniques
[Duchamp discovered] art’s profound dependency on and relationship to its physical 
and intellectual contexts.(…)Concepts were then, and remain today, the primary walking 
sticks with which we navigate new space and reshape ourselves. There is no reason to 
deny architecture the power of this extraordinary transformative engine. Concepts are the 
architecture of hope. 16
- Sanford Kwinter. Architecture As Conceptual Art?
100% recycled domestic waste
Sensitivity towards nature-oriented policies has shifted technologies from the high-tech ex-
periments, residue of the Modern Movement, towards hybrid models where the inception 
of a new kind of relationship between technique and ecology can be found. This interac-
tion between the natural and the artificial allows, to a certain degree, for material systems 
to work in harmony with nature but also for the possibility of nature to work as a material 
and technical system. Thus new concepts are generated, and terms such as hybrid tech-
nique and hybrid materialism begin to emerge as intertwined concepts necessary for the 
advancement of contemporary material practices. Again, the focus here must necessarily 
be on how a specific material or technique can perform in a given environment, and not 
what it represents in this or that context. The notion of mixing the natural and the artificial, 
or using the natural in artificial ways, becomes appealing not for its political correctness (as 
with the over-used terms “eco” and “green”) but for the vast potential for innovation that 
such strategies may bring.
The material research which is underway as a result of these energies has produced vastly 
uneven results. The largely successful incorporation of recycled and recyclable materials, 
sustainable methods of production and expertise on material efficiency, has been dwarfed 
by politically motivated ‘good intentions where the use of the term sustainable justifies less 
successful aspects of the project, most often related with design responsibility with respect 
to its cultural and social context
4.12 
Green Design. A New Kind of Architect
It takes courage today for a designer or an architect, interested primarily in design and 
aesthetic effects, to tackle the issue of green-design. Contemporary design architects in the 
academic world, will often dismiss the subject, and almost take pride in not understanding 
sustainable terminology. They justify this skepticism by placing emphasis on novel tech-
niques to generate form and relations, delving into complex computational strategies at 
the expense of any environmental consideration. These issues that pertain to the real get 
dismissed as banal and unimportant.
On the other hand, a large extent of corporate architecture firms working today justify 
their lack of design exploration and their altogether banal constructs, by the fact that it 
is sustainable, has passed LEED certification and has a golden star for green design. The 
terminology in this context becomes a carte blanche for mediocrity.
There is a generalized conception that green/sustainable design and design innovation 
are mutually exclusive. Practices at the forefront of design are not tackling the green issue, 
and practices at the forefront of sustainability are not dealing with design innovation. Thus 
green design is justifying the lack of design innovation and design innovation is justifying 
the lack of environmental consciousness.
I would like to argue that the existence of these clashing views demands, from newer 
generations of designers, a refocused view on the role of the practicing architect and a re-
thinking of the tools for architectural critique. It demands a new kind of architect, capable 
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of using new information and interdisciplinary collaboration to forge a discipline that is not 
exclusive, but instead takes on the issue of its performance within the larger environmental 
context.
4.13 
Emergence and Generative techniques.
A body is not defined by the form that determines it nor as a determinate substance of 
subject … a body is defined only by (…) the sum total of the material elements belonging 
to it under given relations of movement and rest, speed and slowness (…); the sum total of 
the intensive affects it is capable of at a given power or degree of potential (…). Nothing 
but affects and local movements17
What tools are necessary to forge new, non-formalist, conceptual and operational ap-
proach to design? I believe it is in through the means of both conceiving and operating 
on the environment that the possibility for innovation can emerge : a way of thinking 
about the organization of matter which is closely linked to techniques used in dance 
choreography. The word emergence in a design context refers to an approach that uses 
specific generative techniques for flow and form-finding. The design object in this case is 
not an a‐priori target to be achieved, but one to be discovered or found. It does not start 
with a determined particular form, but with a series of actions that define operations (or 
ways of operating on the material world) through which form can be generated.
The concept of emergence in both Choreography and Architecture deals with the notion 
of complex systems coming about from the interaction of its multiple components (danc-
ers/ material systems). Thus the whole is not equal to the sum of its parts because the idea 
of flow is so intrinsic to the organization of these parts. The emergence of new spatial pos-
sibilities lies in the ability to manage these complex flows, which in the context of Deleuz-
ian thought can be referred to as assemblages.
For instance, when looking at a flock of birds or schools of fish one can devise intricate 
patterns emerging from the constantly changing interaction between each component of 
the flock or school. Pedestrian or traffic flows also have this capacity for emergent organi-
zational patterns. Indeed, both choreography and architecture deal with the organization 
and configuration of bodies and energies (not necessarily human) in space and time. 
How can we resolve the complexity that architectural systems, flows or assemblages inevi-
tably demand?
By exploring and experimenting with generative techniques on matter (that take into ac-
count the performance of the material and not what it represents or symbolizes) one can 
delve into unknown territories defined by a bottom-up approach to design rather than 
a preconceived idea of form. Thus the architectural design process becomes more open 
and dynamic, resulting in a continuous fold and layering of events which occur within a 
spatial continuum. Through movement, architecture has the capacity of modulating space 
in varying ways, constantly transforming our body’s relationship with it and its environ-
mental context.
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Conclusion
The Limitation of Dualities
Perception will no longer reside in the relation between a subject and an object, but 
rather in the movement serving as the limit of that relation, in the period associated with 
the subject and object.
Perception will confront its own limit; it will be in the midst of things, throughout its own 
proximity,
(..) the passage from one to the other: Look only at the movements.18
In order to continue to operate on our physical environment there two important dialecti-
cal relationships that need to be questioned and dissolved. The first are the static organiza-
tional models architects use to operate on matter versus the dynamic notions of matter’s 
performance within a given material context. The second is the historically opposing 
relationship between nature and culture, which has forced us to conceive of our spaces 
as purely body-centric and devoid of other relational considerations. It is only by looking at 
relationships of flow that we can begin to shed preconceived static notions of architectur-
al practice and work towards forging a new kind of dialogue between the built and the 
natural, the static and the dynamic. These ideas tie into the Deleuzian concept of ‘plane of 
immanence’:
There are only relations of movement and rest, speed and slowness between unformed 
elements, or at least between elements that are relatively unformed, molecules and par-
ticles of all kind. 
There are only haecceities, affects, subjectless individuations that constitute collective as-
semblages.19
Architecture no longer consists of making building and Dance no longer consists of mak-
ing dances. The hope is that as dancers continue to explore new territories as managers 
of space, architects too can conceive of space as managers of movement. In this view, 
what brings the disciplines of Architecture and Dance together is a new conception of  
the natural environment and a new way of operating on it that sheds all suppositions that 
culture is an opposing force of nature.
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1 Maurice Merleau-Ponty. The Primacy of Perception, p.5
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3 Deleuze and Guattari. A Thousand Plateaus, p.257
4 Reiser + Umemoto. Atlas Of Novel Tectonics, p.85
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6 Deleuze and Guattari. A Thousand Plateaus, p.254
7 Manuel DeLanda. A New Philosophy of Society, pp.26‐46
8 Ibid., p.121
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12 Deborah Jowitt. Time and the Dancing Image, p.7
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5.1  Introducing Jabulani Node
5.2  Land use
5.3  Pedestrian Movement.
5.4  Spatial qualities
5.5  Hidden layers
5.6 Proposed Urban Frame work
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Jabulani is a mixed-use area with retail including the Jabulani Mall that was completed in 
2001 medium-density residential (single residential and low-rise three-storey walk-up type), 
hostels, and an agglomeration of various public / institutional land uses. These include 
tertiary and secondary education, a police station, People’s Centre, post office and bank-
ing,  amphitheater. Construction of a hospital is in it final stageds of construction alongside 
with the Soweto Theatre The node was been earmarked to accommodate three theatres. 
High density residential and more commercial uses have been proposed for the rest of 
the node. All local authorities (including the CoJ) are constantly under pressure to pro-
vide housing and attract development towards previously disadvantaged areas. In order 
to provide recently services to the people, a number of social facilities are located in the 
area. The Jabulani Mall established the first private investment of real value in the node. As 
an economic investment, this is commendable. However, on a physical, spatial and per-
ceptual level, the Mall contravenes all principles as identified for an ideal node (e.g. inte-
grated, mixed uses and pedestrian connectivity). The combination of private investor inter-
est already prevalent in Jabulani and the large tracts of vacant land in Jabulani create an 
ideal opportunity for development. Yet, this opportunity presents itself only once. It is thus 
of utmost importance that development is done in the right manner, in accordance with 
the principles of an ideal node. The development of these vacant pieces of land creates 
a once-in-a-lifetime chance to establish a new precedent for urban redevelopment in SA
A document addressing the release of land in the Jabulani node has been prepared by 
Shishaka Development Management Services for the CoJ Property Company. The plan 
with the proposed developable portions is provided underneath. In principle, the subdi-
vision of portions seems acceptable, apart from some issues / critiques that need to be 
highlighted.
The station is potentially one of the most important elements in the node. In this proposal 
it is hidden behind a proposed development, without visual and direct physical access 
routes linking directly into it from the north. This has implications for the legibility and 
identity of the node. Through minor re-alignment of roads, a more direct connection 
could be established between the north and the station. 
The character of a street is partly determined by the activities and buildings adjacent to 
it. On the other hand, the land uses and activities abutting a street is determined by the 
nature of the street and the role it plays within the larger urban structure. A more realistic 
way from a city-building perspective, would be to have similar uses on both sides of a 
road.
For the effective functioning of a node, the ideal is to use every vacant piece of land for 
something – no matter how small. Our cities are characterized by left-over spaces, thus 
hampering the development of an intense and well-cared-for city.
Highlighting the proposed urban develpoment.
Mixed us development line Bolani street, the road is exprences lain widening to cater for 
the BRT passing through.
Proposed BRT Station on Bolani street
Office park bring the corporate element into the node. Allowing more people within the 
area to work closer to home and cut down transportation cost.
Light factories line the edge of the rail ways actting as sound buffer in towards the urban 
development.
As was mentioned early more housing is propsed within the area to provide for the lack 
of dwelling per resident in soweto.
5.1  Introducing Jabulani Node
6
9
7
0
Police   Station 
Hospital              &               Clinic
Fire   Brigade
Small Retail  next to jabulani mall
People’s Centre - Regional Municipal Offices
Small commercial building
in institutional precinct # storey walk up Flats
5.2
Land use.
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Jabulani MallJabulani Mall
Jabulani Train Station
Shell garage
Soweto Theatre
Jabulani Amphitheater
Fresh Produce Market
Single or Double story residential areaHostels
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5.3   
Pedestrian Movement
Informal footpaths 
that have evolved 
organically over time, 
are cris-crossing the 
node. No formal 
footpaths have been 
established and 
pedestrians walk 
through the open 
veld. Not even an 
acceptable walkway 
into the station has 
been established.
Foot path towards the 
train station 
As make use of these shortcuts. Some 
formalisation of footpaths is thus needed. 
Vacant sites develop and the node develops 
more formally over time, it will become more 
difficult to When going to a shop approxi-
mately 100m from
where you are, you have to walk approxi-
mately 1km. Impermeability of a develop-
ment like Jabulani Mall.
As make use of these shortcuts. Some 
formalisation of footpaths is thus needed. 
vacant sites develop and the node develops 
more formally over time, it will become more 
difficult to When going to a shop approxi-
mately 100m from
where you are, you have to walk approxi-
mately 1km. Impermeability of a develop-
ment like Jabulani Mall.
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5.4  
Spatial qualities
Spaces are vast with a lack of image-enhancing space-defining elements in the node. There are almost no buildings 
that contribute positively to the definition of the public space. Fences and walls cover hundreds of meters of boundary 
lines of large land uses. Apart from cutting out views and turning a blind eye towards the public spaces, integration and 
permeability of the node is further hampered. The lack of space-defining elements contribute towards the dreariness, 
low imageability and poor quality of the node. 
The node is characterised by a lack of public amenities such as litter bins, pedestrian lighting and benches. There is also a 
shortage of public transport facilities such as bus and taxis stops and shelters. The few that are present, do not contribute 
towards an enhanced imageability.
The area does not have quality spaces that could contribute towards enhanced imageability, such as an arrival space 
in front of the station.
No spatial definition of the street as public space. Inappropriate spatial definition of 
the street as public space around Jabulani Mall.
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5.6
The Hidden layers
W o r k  V S  P l a y
Proposed office park will bring in alot of older people to the area 
durning the day. These in turn would need a place to relax while 
enjoying their lunch breaks.
Place of interest
7
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W o r k  V S  P l a y
children’s play areas normally very busy after school (past 1 o’clock ) 
and in school hoildays 
7
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5.7 
Proposed Urban Frame work
Jabulani Flats
Jabulani Mall 
Bonlani Road main traffic route
Jabulani Train Station
Jabulani Police 
Department
Jabulani Clinic
Residential 
Light industrial
car and Pedestrian 
movement 
Office Park 
Mixed use 
Jabulani Train Station
bottom level retail(small 
stores and groceries 
store  
Office park and mixed 
use should line the 
street edge
Office park surround the pedestrian’s 
movement from mall to train station must 
have a informal market alongside this 
route.
Bonlani Road 
(with proposed BRT)
Train Station 
Jabulani mall
Proposed 3- 4 storey 
flats beniefiting from 
retail edge  
Fresh Produce 
Market
Soweto Theatre
Soweto Ampitheatre
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Finding design drivers
Two previous essays, “Choreographed Environments” and “From 
Sprung Floor to Gravel” (Historical Essay) were uploaded into an 
internet site called Wordal.  The main function of this program is 
to select the most commonly used words within the writings and 
displaying it in a graphical hierarchy.
The author selected eight words (balance, flow, culture, perfor-
mance, rhythm, movement, time and social) from Wordal and cre-
ated a mind map by looking at its synonyms and antonyms.  
In creating these mind maps each of the eight words were placed 
in a bullet hole and as the reader paged through each one, the 
bullet hole changed form.  This illustrated the concept of form 
changing over time.
The synonyms and antonyms of each word was separated into 
three categories, namely program, site and form (Refer to top im-
age on page 82).  These three categories were placed into  an info 
graphic to see how they connect to one another.
8
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8
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The info-grafic assisted us to see what word from each of the 
three categories was important. From site we established that 
‘journey’ was the important. From Programme the word ‘lay-
ers’ was used and for form the word rhythm was extracted. 
Sketches and models were made to illustrate the concept of 
these words (i.e. journey, rhythm and layers). The sketches 
and models helped to inform the building design. The pro-
cess described took one week informing the design of one 
building 
Author assemble the links seen in the Info-grafic 
Image Graph: showing the 3 categories . by author
8
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 Journey
Site
Layers
Programme
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Rhythm
Form
Osculation
8
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8
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Rhythm
Journey
Up & Over
Pedestrain move-
ment over the roof ?
Under & through
One would learn from the movement of the dancer, analyz-
ing he’s motion to establish a pattern, or rhythm to his dance 
piece. Then extrapolating that rhythmically notion could then 
be used within the building as a proportionating devise, or in 
this case the rhythm of the structure. 
Using existing pedestrian routes to understand how the site is 
utilize  when barren, allows the choreographer the opportu-
nity to design a object which wouldn’t take away, but rather 
provide the end user and passer by’s with a new experience 
of old context.. The building lifts up off the ground becoming 
a stage for the ‘Ordinary Person’. This offers the pedestrian a 
opportunity to view his surroundings in a extraordinary  man-
ner. The form of the building also Cantilever and Gestures to 
the corner to provide a demarked entry point for the visitor or 
pedestrian. Either to enter the building or to 
Pass under and through into the courtyard. 
Floor to soffit sheets of Glass butt joined is used on the main 
fasade to grant the pedstrain the oppertunity to look at dance 
and learn from the dancer. 
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 A study on how the body shifts itself within time.
This investigation allows us to analyze the structure of the human body, How it supports, centres and balances itself. 
This data will give us key design instruments from which we can derive : Structure, Facade treatment, patterns of move-
ment (for the park), Rhythm, form and spatial relationships (program)
Rhythm, Time and Motion
9
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Compasite time and motion nine frames are compressded into one image. The 
colour moves from warm to cold, and layer acumilate from back to front  to represent the 
change over time 
Key frames depicted here are important 
moments within a dancer’s continuous leap.
9
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Dear Reader
There are many forms of movement notation in existence, however they all share a common goal – to express the ‘essence’ of 3-dimensional movement 
(often dance, although not always), graphically in 2-dimensions.
Annotating differs from recording in that it is not meant to accurately replicate the experience, rather the information is filtered and only the most impor-
tant elements are mapped or traced. Unfortunately, not all forms of notation are useful or appropriate for all forms of movement. It is up to the annotator 
to chose a method that is suitable for what he or she feels is the ‘essence’ of the dance.
As evidence of this fact, one can look at history to see how dance notation has developed to meet the needs of a changing dance climate. Specifically, 
one can compare Feuillet’s Method (15th century) to Labanotation (20th century).
ANNOTATING GRANVILLE
To understand art of dance notation we will attempt to design a system to distill the swing dance , which hasn’t been 
attemted before.. The origins of the word ‘swing’ stems from the discription of Jazz music later one would start to dance 
to this music. In contempory ballroom there are two styles of swing: West Coast swing and East coast swing (or jive). 
Breaking the dance down into it’s key elements.
Rhythm and Change of Weight
Connection (Tension/Compression)
Movement (Speed, Direction,)
Form (Shape, Space)
Rhythm
One look’s to the metod’s of labonation as wel as Feuillet’s Method, borrowing curtain tools to formulate a way of an-
notating the ‘swing’ Dance in such a way as to preserve it’s essence.
The rhythm is simply annotated by a series of lines representing each weight transfer from right to left foot or vice versa. 
As in any dance piece there is an underlining rhythm or structure to the ‘swing’ – 1, 2, 3&4, 5, 6, 7&8 – variation from the 
norm is an indication of improvisation or expression on the dancer’s part. Since the each individual dancer elaborates on 
a different count during the dance we map the footwork of the lead and follow separately. 
Connection
Connection exists in any couple dance including the ‘swing’; it is defined as periods of tension and compression be-
tween partners. This element does not appear in Laban or Feuillets discourse since either methods concentrate on the 
documentation of either solo or group dance. However it is an important aspect because it creates the ‘swing’, allow-
ing the male or ‘lead’ to take his partner on a journey of excitement. Noticing the graphical annotated zones within 
the rhythm pattern a facts becomes apparent that there is never constant compression or tension, rather the diagram 
displays alternating periods of ‘grasp’, ‘direct’ and indirect’ 
Movement
In times past the idea was if one wanted to understand dance movement concentration you would have to map the 
footwork itself, either by placing powder or paint on the soles of your feet then later tracing the movement. However it 
failed when applying this method of concentrating only on the footwork of the ‘swing’ because in partner dance, when 
leading or following your partner, one relies solely on the movement of the ‘core’ or centre instead of looking to their 
feet. Consequently the image becomes more of a ‘traceform’ with paths that orbit two dancers. 
Follow 
Lead
Stop
‘Traceform’
Core Movementt
Start
Stop
9
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ANNOTATING THE TUNNELS
using Moving into Dance 
For the Tunnel Dance notation, the presence of the site could not be ignored. The method used had to show the rela-
tionship between the dancing body and its surroundings. As well, it became apparent that no only did the dance itself 
need to be mapped, as did existing movement on the site.
In order to achieve this, the dance and the existing everyday movement were mapped through methods that once 
again drew from both Laban and Feuillet. The key elements annotated arose from Laban’s ‘Categories of Movement 
Motivation and Analysis.’ Of the eight listed by Ann Hutchison Guest in her book, “Labanotation: The System of Analyz-
ing and Recording Movement,” the four which are dealt with in this project are:
Visual Design (Path)
Rhythmic Patterns
Relationship (Connection)
Centre of Weight (Balance)
(Hutchinson Guest 12-13)
Space-based and time-based forms of notation were then used to record these elements. The space-based notation 
drew from the planimetric scheme of Feuillet’s Method and concentrated on the path of movement and physical loca-
tion of actions. The time-based methods emerged from Laban’s egocentric timeline and proved effective in recording 
rhythm of movement and when various parts of the body were acting or engaged. Attempts were also made to com-
bine space and time in a composite form of notation where all four elements were dealt with simultaneously.
Visual Design
 
This diagram is of the dance path. The circles represent periods in the dance when the dancer did a full turn. It should 
be noted that the location of the dancer is shown but the duration of time spent at each point in the path is not.
Rhythm
Rhythmic changes in the dance could also be characterized by ‘pause’. In this drawing the circles represent the points 
where pauses occurred in the dance, the size of the circle representing duration and the location of the circles the rela-
tive placement on the site that it occurred. The lines connecting points together indicate the order of occurrence.
Relationship
 
Observing the everyday, most relationships between body and site were purely functional – walking, sitting, pushing or 
pulling a door, going up stairs. As it has already been established, there was a dominant walking path and a few small-
Form
 
Finally using the term ‘space form’ adopted from the idea of laban’s notion of ‘traceform’ were one maps the space 
occupied by the body over time as an alternative to purely tracking the pathways created by specific points of the 
body. This technique materialized and allowed me to demonstrate the nature of the ‘swing dance with its expansive 
and contractive qualities. 
LIMITATIONS OF THE DANCE
 
Nevertheless there are still limitations that become apparent when a notation method is applied to this investigation. 
For one the dance itself was performed in a local ballroom studio but the graphic lacks the presence of site, it is as 
if the dance is floating in space. Rather than showing all the obstacles that the dancer’s flow past or avoid, this in 
essence allows for expression or improvisation. However the exercise proved useful in understanding the fundamen-
tals of movement notation.
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er lesser-
used paths. The other program 
elements on the site: seating and storage (lockers) 
existed away from the dominant path and failed to encourage 
people to use the site as anything more than a way of getting from on 
building to the next.
Balance
 
To explore balance, the left and right sides of the body were looked at separately and then together. As 
well, the body was broken down into its limbs and these diagrams explored how they worked together during 
an everyday movement such as walking. To maintain balance through movement, the two sides of the body need 
to work together and move in tandem (one after the other).
 
COMPOSITE NOTATION
The next step was to find a way to annotate both space and time together. One way was to represent movement through stop 
motion. The notation used to analyze walking movement was applied to the dancing body in this series of slides.
This same technique was also used to create a drawing in perspective. Each fraction of a second was traced and as it can be seen, 
although the drawing was in 2-dimensions, the 3-dimensional nature of the dance can clearly be seen.
 
These straw and elastic models were the result of an experiment in modeling 2-dimensional notation in a 3-dimensional way. The vector lines 
connecting each stop motion position and connecting the the movement points of the arms and legs became the structure of these objects.
APPLYING LABANOTATION
With the intention of becoming more familiar with the inner workings of Labanotation, the Tunnel Dance was annotated in Laban’s method. 
Represented here is the first page, showing the first 20 seconds of the dance. The middle line represented the centre of the 
body and each side of that line represented the corresponding side of the body. Each side was then divided into lanes, 
where foot or arm movements were annotated in designated columns. Each square on the page represented one sec-
ond
Since Labanotation as a method does not include provisions for site, the Laban notation of the Tun-
nel Dance was then combined with the dance path and applied to the site plans and sections.
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passing throught passing overlinking under 
Change over time
Defining the rhythm
9
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Drawings can also be seen as a movement studies 
because it is the path the hand takes over a certain 
amount of time that results in a drawing 
9
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Movement Seen Through the Static
Santiago Calatrava in his ‘Satolas Station” makes us understand that one can only really per-
cieve motion in an object when its place side by side with a static entity. To put it simply, he 
celbrated the movement of the train with a mural of men in motion (this provids a framed 
rhythm),  Emphasis  is placed on the movement of the train between these frames.
9
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I n 
short 
it is a 
half bridge 
the defies 
gravity, pushing 
forces to the very 
end of embalance . It is 
something that will hold 
you up or support you like 
the image  to the left ilustrates. 
A streched out hand is a very ba-
sic expresion of the cattilever, it could 
also be the wings of a bird or plane.
The force needs to travel up at an angle to support this 
extension of slab, or form. (as seen in the blue arrow)
The Cantilever
Distilling the form
The Quality of Expression
The  extention of the body that remains hang-
ing in mid air. (spended gesture)
9
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relating the thought of dancer that defys gravity through his ex-
pression. Form is born using tracefigure to understand how this 
ballet dancer moves thought-out time and what structure 
forms 
we can distil all kind of information like facade shading all the 
way to physical structure of the building 
1
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Addressing the scale
Exploring  the variety of scale within Soweto (Jabulani)
Jabulani Mall Hospital Soweto Theatre
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Train Station Light Industrail One\Two storey 
ResidentialAmpitheatre with  stage and change rooms
Reservoir  
Police Department
Hospital
Council building:
Jabulani Mall
Soweto Theatre & Amphitheatre
Fresh produce Market
Train Station
Proposed Dance Academy height range
Proposed Office Park
Existing 1\2 storey houses
all the various departments are lo-
cated here, Department of water, 
Department of electricity, ect.
Clinic
Analysing the scale within Jabulani prescient we notice a large variation from the large 
scales shopping centre and a 400 bed hospital to the tiny residential building measur-
ing 60-90 square metres.
How does one respond to this situation?
Location is very important; firstly placing the dance academy near the new Soweto 
theatre and the amphitheatre which will combining all the cultural aspects together, 
then having a main road on the north end of the site provokes the building to stretch 
towards it (Bolani), this will asset in drawing people driving by into the space. However 
if the building is placed to forward it would look out of context because the rest of the 
streets building lining the street are receded far back of its edge. Also you would what 
the building to high just off the street for it will hide the theatre and surrounding build-
ing. 
This Site separates the proposed office parks from the residential area it can be seen as 
a opportunity were both work and living come together and mix in culture.
Therefore this cultural strip should serve as a retreat for both working class (coming to 
the space for lunch breaks) as well as accommodating the residence needs for recre-
ation.  
1
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Throughout this thesis one of the main focusses is on the spa-
cial dimension of the street and its capability to transform into 
a stage, the boundary between pavement and then 
street blurs and the building becomes the backdrop. 
Can the Dance Academy learn from this? 
Scale, street and the pavement should be thought of simultaneously when 
responding. also drawing from the colours of the surrounding built form 
will bring the building into scale and foot it propery within the site.
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The out door space
Dear reader:
Reading through the JDA’s urban frame work plan one gleam that apart from the office development and cultural pre-
cinct on of the main focuses of the area is that of a community 
1
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Parkour
Jounery through space 
“Obstacles are there to be conquered!!” says Leroy Jackson, a 
member of Le Parkour based in England.  He described London 
as his urban jungle, a playground where he is allowed to express 
what he feels at the time.
Parkore – similar to dance – requires vivid rehearsal.  It is practice 
that makes it perfect – asking a great deal from your body’s limbs 
– How you land as to how the body takes the impact, your pos-
ture when balancing on a ledge 20 metres above the ground on 
your hands, or running a narrow ledge and jumping to the next 
one.  These movements have all been rehearsed to perfect it.  It 
is then passed on to friends by showing them the optimum way 
of doing a certain move.  This illustrates the growth of parkore – 
word of mouth and action through seeing.
Parkore members normally have a gymnastic background which 
allows them to take what they learned on the mats and use it in 
their dance routines.
Parkore wants the execution of each movement to be right.  It 
demands perfect execution of movement because unlike dance 
that is practiced in a studio setting, Parkore takes place between 
buildings, where these urban gymnasts use the building as their 
dance floor.  Practice is essential.  If you don’t practice, you will 
end up with broken limbs and even worse, you could lose your 
life.
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So, we can provide a controlled environment to practice in, which will aid in honing 
their skills and spreading the movement.  This will also allow us as architects to experi-
ment with form creation ….. Because I always say – Someone’s obstacle is my oppor-
tunity
We must however first determine what the human body is capable of – how high 
can the average person jump and what distance can he/she cover.  So basically the 
study of ergonomics is applied to Parkore.  
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My Play Ground
The workings of parkore     ‘Let’s play’
Speed Vaults
This move allows Peter launch over a wall without compromis-
ing speed. As the tranceur approaches the wall, he lays one 
hand down and leans side ways as he jumps. His hand briefly 
touches the wall to keep himself stable. Completing the jump 
and continuing to run without any break. 
Cat Leap
This move consits of running and leaping from 
a take off point. Before leaping, the trancer spots 
where his hands will grab hold of the wall . he 
launches from the take-off point at a 45% angle. 
As he approaches he moves his body into land-
ing position that appeares as if he’s almost sitting 
in mid air. With legs bent to absorb shock, the 
trancer makes impact & grabs hold of the ledge 
while his feet grip the wall. From there, the 
trancer bends his knees for the power to push 
up and climb over up to the ledge.
Kong vault 
Trancers uses this move to propel themselves 
over a wall when running towards it. The tranc-
er jumps with a good amount of space between 
him and the wall, while streching towards it, 
planting his hands. By this time, he has made 
his legs parallel to the ground. As his legs catch 
up with the rest of his body, he uses his arms to 
catapult him forward. Before landing, the tranc-
er makes sure his posture is correct and spots 
where he’ll finish the move with either a roll (if 
executed from a height) or will carry on running 
when done from a lower level.
Roll
landing from a jump, when the trancer is travel-
ing forward, he lands and bends his knees to 
absorb the impact. As this, he uses the forward 
momentuim to go into a roll over, his sholders 
to transfer the shock of the landing. He places 
his hands on the sides of his head to ensure 
minimal impact between his sholders and the 
ground while protecting his head. The momen-
tum of the jump enables him to land, roll and 
continue moving so that he is back on his feet 
in a running position. (all of this is done in one fuild 
movement)
Jumping with 
Precision
The trancer balances on the 
edge of a wall, rail or roof. and 
spots his landing point. After 
sizing up the distance, he leans 
towards his landing point while 
bending the knees. As he ap-
proaches the landing point, 
the trancer brings his legs for-
ward to make contact while his 
decending arms provide nec-
cessary counterbalance. upon 
landing, he bends his knees to 
slow down and make a precise 
jump from point to point.
Recreational running is popular enough to warrant millions of rands in advertising every year and more in consumer purchases,yet many 
people still refer to running as a boring past time. So maybe next time when some one says I’m taking a jog he\she doesn’t mean practising 
for Comrads or wearing short shots?
But rather, what if he meant a creative\individual expression through acrobatic moves like leaping from wall to wall and over gaps. Instead 
of running laps around the community park  you’d navigate through the sky line of a suburban or urban landscape ( your own personal 
obstacle course) A playground that would increase your strength, courage  to face and overcome challenges, provide you with a certain 
amount of freedom and instill discipline.  
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Skater & Bike Park
Playing in space
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Key 
1. flat bar
2. pole jam
3. 300mm high long  ledge\ manual pad
4. 2100mm high hipped quarter pipe
5. 1200 volcano
6. 1200mm high tight quarter pipe
7. 1500mm  high tight quarter pipe
8. waterfall 
9. bowl
10. topdeck
11. rail
12. Soweto barrier
13. Equipment and repair shop
14. Spotlight 
Equipment need 
New & repair shop
The trend first started where young teenagers would 
wander the towns and parks looking for space that 
would provide the most interesting skater’s experience, 
i.e. looking for large public stairs using its balustrades 
to grid down or curved walls or even public furniture. 
These items provide the stage for which they perform on 
or around.
The contemporary trend seen around the world today is 
to provide a space for these adolescents, allowing them 
to gather socially with one another  and providing a 
space where they can express their views on everyday 
affairs.  This is normally achieved through what is called 
tagging/graffiti.  Graffiti is not frowned upon but acts as a 
means of communicating their views.   
This area is also conducive to a good community life be-
cause it allows the teenagers to play in an environment 
free from drugs and crime, because the spaces are con-
stantly under adult supervision (passive surveillance). 
Placing the skater’s zone within a busy park allows pas-
sive surveillance by those who walk past or picnic in the 
park.
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Aqua arobics
The heathy approach to dance 
10
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Aqua dance first was seen in the early 60’s with synchronised swimming , Mainly ladies would do this dance 
type. Moving like angelic creature all in harmony as if it was in response to the urban flow of the ocean, 
Next we notice in the late 70’s early 80’s NASA Space facility  using submerged water training  to instruct 
the recruit of how outer space would be like. ( Under water assimilated a similar condition to outer space) 
achieving free floating 
Late 80’s doctors notice the benefits of assimilating low gravitational pull and start to use the pool as thera-
peutic means to allow those patents who are learning to walk again a means to do it without much strain 
being applied to their joints.
Aqua arobic comes about in the 90’s were everyone now can see the benefit of a physical work out in the 
pool, not only does it allow you to train with a little more resistance than air would give you (making your 
body exhort more force) but it allows the dancer the opportunity to float within his\her environment . Some-
thing that all dancer want to incorporate with in their dance movement. 
1
1
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Note:
1 Morris Newman, A Small Urban Space: Landscape Architecture September 2007, p.30.
2 Ibid.
3 Ibid.
4 Ibid., p.34.
5 Ibid., p.35.3
pics to the let of page 107, startting from the top.
Figure #: Aerial Photograph of Chess Park: adapted from Google Earth 2011.
Figure #: Plan & Section of Chess Park. Rios Clementi Hale Studios. Chess Park Los Angeles, 2006. (Newman 2007: 35).
pics to the right of page 107, startting from the top.
Figure #: Chess Park during the early afternoon, photograph taken by Jill Connelly. Rios Clementi Hale Studios. Chess Park Los     
                   Angeles, 2006. (Newman 2007: 34).
Figure # : Chess Park during the afternoon, photograph taken by Jill Connelly. Rios Clementi Hale Studios. Chess Park Los Angeles,             
                  2006. (Newman 2007: 32).
Figure #: Chess Park during the evenings, photograph taken by Jill Connelly. Rios Clementi Hale Studios. Chess Park Los Angeles,      
                   2006. (Newman 2007: 33).
Figure #: Chess Park during the evenings, photograph taken by Jill Connelly. Rios Clementi Hale Studios. Chess Park Los Angeles,           
                  2006. (Newman 2007: 33).
Figure #: Chess Park during the evenings, photograph taken by Jill Connelly. Rios Clementi Hale Studios. Chess Park Los Angeles,             
                 2006. (Newman 2007: 33).
Case Study  #1
Chess Park: An outdoor place designed for Public Dance,Public Cinema + Chess in 
Glendale, Los Angeles.: 
by Herzog and De Moeuron
1
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The outdoor ‘plaza’ is positioned just off the main boulevard in the city of Los Angeles. Lanterns as tall as nine meters line 
the two sided space which is defined by buildings on the north and south sides and open on the east and west. The park 
serves as a through-way for people walking between an alley on the west and Brand Boulevard on the east; containing 
retail, office space, restaurants, entertainment venues and a concert stage. The long and narrow dimensions of the park set 
up tension between the contrary roles of corridor and destination.1 Yet it is these dimensions that are a good fit for public 
events, both planned and spontaneous.2 The park operates mainly as a city-sponsored Polynesian dance exhibition space 
and a venue for unofficial weekly dance contests. Polynesian dance is a localised version of breakdance. The plaza is used 
throughout the day; from that of a shortcut to one of the most crowded and exciting dance spots in the city. The space is a 
startling success for dance.3.   In the mornings the place is used as a short cut linking pedestrian movement routes, at noon 
people from surrounding buildings came to the park to enjoy lunch and sit on the benches to play chess, chat etc. At 3pm 
junior youth boys start arriving to practice their dance moves on the stage. The stage is placed on the more public side of 
the park, on the Boulevard side.
The dancers use the stage to practice for the evening competitions that take place on the stage later on. At 7pm nearly 100 
teenages crowd into the park - the long and narrow dimensions of the park seem like a perfect container for watching the 
dance contest.4 The Park is long and narrow enough to hold many people and offer a comfortable sense of crowding. The 
sound system is integrated into the walls of the stage. One of the chess players stated that since the plaza’s existence (for-
malisation of the dance competitions) there has been notably less violence, illegal drug dealings and deaths in the area.5 At 
7:30pm on weekends the outdoor cinema runs. Chess Park is a public landscape that goes from a calm public walkway to a 
crowded dance floor all in one day…
Key 
1 Chess Park (blue).
2 Alley + Parking Lot.
3 Concert Hall.
4 Brand Boulevard.1
09: 00 am
week end                                                              07: 30 am
07: 00 pm
week ends                                                           11: 00 pm
12: 00 am
bishopm
mural wall
Brand 
Boulevard
Seat blocks
StageBar seats 
(window)
Rock
Shade canopies
precast concrete chess 
tables and chairs
Alley
cypress planting
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Case Study  #2
laban dance center: south East lond 
by Herzog and De Moeuron
Figure # view from west. Source: hhtp:htm edoalonelyplan.com/2030/2/20082-3/perview.jpeg.Retrieved on the  18.04.2011
location
The Laban Dance Centre by Herzog & De meauron is located at Depford South East lon-
don. A former waste depot, the site context is within a light industry with St Paul’s church 
being the only building with architectural merit in the area’ (according to Architects) also 
becomes an important point of reference for the complex for the surrounding site.
The center being the largest dance institution found in Europe named after the famous 
choreographer.The floating quality of the building and shimmering facades distinguish the 
centre from the rest of the neighborhood developments. 
The dance theatre and structure is enclosed in a double skinned with a 600mm ventilation 
cavity. The outer skin acts as the thermal insulation consists of polycarbonate sheeting- ei-
ther transparent or in different color tones. The color coating was applied to the rear face of 
the inner layer of the sheeting, which lends this skin a pastel-like, three dimensional effect. 
The inner skin consists largely of a translucent double glazing.
Movement and communication, two central aspects of the dance centre are also themes 
of architecture. The concave, curve entrance façade seems to embrace the external space 
in a sweeping gesture. Internally, too, the building suggests a state of movement. Ramps 
and circulation routes lead between the complex layout of rooms and broaden into open 
spaces. Light wells allow daylight to penetrate into the deep volume and translucent walls 
have more of an articulating quality than a separating function. Within this open “cityscape” 
the colours from a visual aid to orientation. Walls and built in fittings in the corridors are 
coloured bright turquoise, green and magenta. 
In contrast, the design of the dance studios are more restrain. Here the panes of obscure 
glazing act to filter the incoming light. A single room height window in each studio space 
allows for visual access in and out. The double-skin façade creates a subtle reciprocity be-
tween inside and outside: the colours of the façade panels shimmer internally, while exter-
nally one sees the shadowy form of the dancers in the evening.  
Figure # Immedate  site context of Laban Dance Centre. Source: Google Maps. .Retrieved on the  20.05.2011
Design philosophy
The design philosophy behind the building manifests itself in a simple curve reinforced 
by the selection of materials to provide Light - Colour & Movement. A building that 
aims to embrace the neighbourhood, provide a ‘public facility that would also attract local 
people, a place that both reaches out and acts like a magnet, linking the daily life of dancers 
with the daily life of the neiighbourhood
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The exterior landscape is conceptualised as a pulse or a rhythm seen a in a dance piece. This 
undulating landscape Firstly directs the path of the visitor towards the building then also forms 
a amphitheater . This can be used in the courtyard of the dance Academy in Jabulani 
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The space required  for dancer to stretch and pre-
pare for the up coming performance has no spe-
cial requierments its just a empty shell that could 
accomidate many functions. could accomidate 
many functions.
The silhouette of dancers practicing are seen in the evening  because of 
the transparent nature of the facade. Building Lighting up in the evenings 
and allow the viewer to gaze into a room that would be impossible to do 
during the day
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Exploded Axonometric
Structual System consists of the primary structual systems. Reinforced concrete floor plates, 
reinforced concrete coloums and structuals walls. the secondary strutual systems is a steel 
frames connected back into the primary system. 
Key 
1 Reinforced concrete floor plates.
2 Internal concrete structural walls.
3 internal voids for theatre space.
4 Secondary structual frame and new L curve system.
5 Reinforced concrete floor plates.
6 Internal glazing.
7 internal louver system.
8 Polycarbonate pannels.
9 Structual frame connected to concrete floor plates.
Mezzanine
First Floor
Roof
The exterior cladding system earlier discribe could 
be use in the thinkink of the studio’s construc-
tion to allow the natural light to penerate with-
out allowing visual connection into dance studios, 
however the dance accdemy should be able to 
achieve visual privicy when needed and open up 
to expose everything 
Firstly the understanding of the laban’s skin needs 
to be analysed so later it could be adopted.
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Case Study  #3
Zagreb Dance Centre
by 
Zagreb Dance centre  in London, England is a lovely example of  
dance studio’s places inside a suburban area. The low scale build-
ing accommodates for at least 50-80 dancers at a time, 
The special thing about this building the author would like to 
highlight is the flexibility of the main dance studio-come perfor-
mance venue shown below. 
When practicing or rehearsing the chair in the rear of the space 
slides back like draws allowing a lot more space to move and pro-
viding enough space for larger dance crowds.
But when their is a show case, performance evening or even 
when a mom or two just want to sit in to watch there little girl 
shimmer across the dance floor the chairs could be pulled out 
This space also allows one to pier into the studio above ‘back of 
house’ which the audience would have visual access to if the cur-
tains in the studio open .
Providing many spaces for the choreographer to plan his dance 
piece . 
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photo by sandro lendler
photo by sandro lendler
photo by sandro lendler
photo by sandro lendler
photo by sandro lendler
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Case Study  #4
Taipe Performing Arts Centre
by    OMA
1
1
9
OMA askes the question:’Why have the most exciting theatri-
cal events of the past 100 years taken place outside the spac-
es formally designed for them?’
A large Screen is provide to allow the pedestrians to view the concert or 
show occurring inside the performing arts centre 
A screen would provide an interesting addition within the dance academy. 
Where the screen will act as a instructor to the pedestrians and for those that 
can’t afford the payment of the facility.
Can architecture transcend its own dirty secret, the inevitability of imposing 
limits on what is possible? 
In recent years, the world has seen a proliferation of performance centres 
that, by a mysterious consensus, consist of more or less an identical combina-
tion: a 2,000-seat auditorium, a 1,5OO-seat theatre, and a black box. 
Overtly iconic external forms disguise conservative internal workings based 
on 19th century practice (and symbolism: balconies as evidence of social 
stratification). 
Although the essential elements of theatre -stage, proscenium, and audito-
rium -are more than 3,000 years old, there is no excuse for contemporary 
stagnation. eg. the stage extented the back stage of the other theatre which 
sits opposite 
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Taipei Performing Arts Centre (TPAC) takes the 
opposite approach: 
   experimentation in the internal 
   workings of the theatre, producing   
    (without being conceived as such)   
    the external presence of an icon. 
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Performance Diagram 
Dancing on the street 
+ 
Beer
 + 
Braai
 = 
a good time.
Suspended dance 
in the Exhibition area
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Night         V             S    Day
Auditions that lead to performance
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User Groups
sub - heading
10
7
Delivery of musical 
instruments
* Stars of the *
* Future *
* Foundation *
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The puzzle of the Dance Academy 
Forming the programme 
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Designing a Dance academy 
the dance institution should chater for all types of dance found in and around the area.
with these diffrent dances come curtain room requierments and specification. Read up on these 
The building should work on four levels 
Master plan 
The over all master plan was referenced from Afritects Architects  with small changes to programme so as 
to create a office park , which will filter into 4-5 Storey Residential building (mixed use) with shops below. As 
seen in Forsburg (Town) . then moving just to residential .
The cultural precinct then creates a buffer between the residential and office park. A Area to work and play
houses the Soweto Theatre, the Historic Amphitheater, and now the proposed Dance Academy  
Jounery through space 
Must adressed the existing pedestrain routes allowing them still to exist throught the building. The move-
ment of these ones will activate the dance academy  in turn, correct function should be places along these 
routes either to bring in bussniess or it should serve as a instructor, teaching people how to dance.
plan
The Plan should Adress the notion of street activity and at ground floor must open up as much as possible 
to bring the street into, over or under the building. this will allow for other areas of the program to be ser-
vices straight off the roof or should i say straight off the extended pavement.
Link to amphitheater 
Must link Bolani Road to the amphitheatre with a building, there by creating a entrance into the amphitheatre.
This will in turn provide a new idenity for the Amphitheatre and hopefully reactivate it.
Breif 
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Master Plan
Defining the tune
•  3 Storey, residential above 
mixed use
•  3 Storey, residential 
above Office
•  3-4 Storey, Offices 
•  propoesed site
•  Proposed BRT Route 
•  Light industrail 
•  Light industrail 
•  2-3 storey Flats
•  4-5 storey Flats
3 Storey, residential 
above Offices
1-2 storey residential 
1-2 storey residential 
Jabulani Mall
Police Department
Market
Jabulani Train 
Station
1-2 storey housing 
Jabulani Extension 2
79 % of the residence in the area 
use public transport
Ampitheatre
Soweto Theatre
•  Pedstrain movement
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First building
The fluid Form
With the first attempt to design the building the author undertook a method called track-
ing. Taking a dance piece and distilling it movements down to co-ordinates the generating 
forms from these co-ordinates. The form was intended to speak about this fluid thing called 
dance. But the idea was premature in it conception
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Building’s roof becomes seating
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Large Screen
Climbing wall
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VERSION 1 0F 3
Conclusion
  Like: What I’m going to keep
  
  Dislike : What I’m gong to change
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New courtyard
North-west fasade to much sun 
exposure on screen will effect view-
ing and reflect onto Bolani street (main 
road).                      .
South-west  facade a better condition 
for screen but not optimum 
South facade a optimum condition for 
screen. as one can see the purple indica-
tion of no solar access on the Soweto 
theatre
Climbing wall Large screen
Building’s location is creating 2 sepa-
rate courtyards instead of having the 
building arrange so they share on 
courtyard.
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Back to Choreographer’s notes
Re-visiting the concept of negating the site
Amphitheater
Train Station
Splitting the site 
Residetial proposal
3 to 4 story mixed used 
Office park
Office park
BRT Station 
Theater
Existing Site
The site is a barren site with an under 
utilised amphitheatre 
New Courtyard (cultural buffer)
A courtyard arises between new building, 
Amphitheatre and theatre. Dance building 
links to the amphiteatre. 
Proposed New Roads. 
proposing new service roads so when the 
buildings are place one could get service 
much easier to them. Unlike the privous 
master plan.
Allowing for pedestrian movement. 
the building splits open and the movement 
runs between 
Proposed Urban Fabric
New urban development(office park) 
adjacent the theatre, responding to the 
new roads 
‘Lengthening ‘
A tower rises up to act as a beckon in the 
landscape.
Dance Academy 
Proposed Dance Academy with altered land 
positioning, the building now takes the edge 
of the site. 
‘Narrowing’
The North West end of the building closest to 
Bolani road moves towards the theatre narrow-
ing the pedestrian movement this will demarcate 
the entrance or existing the space.
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2nd  building
taking the edge 
VERSION 2 0F 3
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Interactive Screen that tracks the movement inside the 
dance school and display it on the  screen which facing 
into the courtyard, acting as a teacher for those that can’t 
afford the classes.
Retail compant is placed on the edge of the north side of 
the site picking up the traffic coming from the train station.
dance studios nd vip area floats over the new enterance 
of the ampitheatre. 
Courtyard to be designed as the Laban’s outdoor space is 
arranged. Firstly to direct the pathways of pedestrian the 
next to provide the seating for the screen.
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Beginnings of 3rd building
Defining the tune
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3rd   building
Defining the tune
Taking the pavement for a walk
Building become the stage for the informal performers
Bulging Streching and shorting
using the strech to cover backover the 
pedestrain walkway at a floor above and 
shorting the front building to allow for the 
site lines in and around the courtyard not to 
be distribed
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Skater & Bike park
Exhibition area
Parkour
Interactive models:
Lights were added to the model to indicate each space, some strob,others flicker & 
some come on stay on the fade off (offices people leave to go home and space’s activity 
fades), all this is to show the kind of movement within this space 
Yellow lights : Library , Media centre, Pool & Exhibition are
Green lights : Meeting rooms, Offices & Functions room (Top of Tower)
Blue lights   : Dance Studio’s and multipurpose room.
Red lights    : Retail section - Restaurants Skater & bike shop, bar\tavern, & clothing store
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Basement Floor 
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Ground Floor
Clothing store 
Retail along the pathway with 
corner shops and street venders
Skater & bike Shop
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View from stage in Amphitheater (Artist Impression)
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Pushing these syringes controls 
the ‘hydraulics’ of the stages 1 
& 2, demonstrating each stages 
capability to lift and there by 
alter the studio’s space, 
Because seating arrangement 
would have to move to accom-
modate this new focal point.
Stage 1:(End Stage) modern day dance ,   
 ballet , show caseStage 2: (Centre Stage) Hip Hop, 
 Pantsula  Breack dance , Modern 
 day dance.
Moves up when syring is pushed 
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Section B-B VERSION 30F 3
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View from side of ‘Center stage’ (Artist Impression) 
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View from Media centre down into pool (Artist Impression)
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Section C-C
View along side the building looking into Exhibition area (Artist Impression) 
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View into Exhibition area (Artist Impression) 
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Highlighting the performance requirements
1
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Chapter 4 on Choreographed environments spoke about ‘performative approach’ the 
discussion hinted that if one was to design correctly you would have to ……. This all begins 
with asking the correct questions.
Firstly we ask “what is needed for each of the functions seen in the programme- to allow 
the building to perform at its optimum?
Thermal comfort being one of the largest requirements for each of the space!
The aim of thermal comfort is to regulate temperature, Radiation levels, humidity and air 
movement throughtout the year. By doing this we provide a pleasant environment in 
which we can dance, work, read or play in.
Human comfort:
• 50% radiation
• 30-40% convection
• 10-20% evaporation (humidity) 
Subsequent the question is how nature would solve this problem of regulating tempera-
ture, radiation, air movement and humidity? 
In reply one looks to different systems starting with one known as counter current 
heat exchange.
The description can be distilling to the simply idea of movement of blood within the body 
As artery and veins mingle and start to run parallel to each other for a while. The Artery’s 
carrying warm blood coming from the bodies core can heat up the blood within the vein, 
which carry cold blood for the periphery or vice versa when the core needs to be cooled 
down. 
Spring
Artery containing 
very warm blood 
from core of body.
Veins containing 
cool blood from 
from the periphery  
of body.
counter current heat exchange.
Summer
Winter
Autumn
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Next we focus our attention to birds and mammals, possessing a quality known as
endothermic Qualties: their bodies are kept warm through the heat generated by 
the metabolism, also the bodies temperature must be maintained at a certain level to sustain 
life. When applying this principle of maintained temperature in buildings 
Insulation springs to mind because it balances the indoor enviroment from the fluctuat-
ing temperature experienced outside, In essence insulation keeps the environment inside 
constant.
evaporative cooling 
The principle behind evaporative cooling is: if part of a liquid evaporates, it cools the 
liquid remaining behind down because, it must extract the necessary heat from that liquid 
in order to make the phase change to the gaseous state.
The body utilizes this method though perspiration and gives off energy.
This principle can be used within the building
The geothermal properties of the earth.
using the Earth as a heat sourse
Using the movement of wind
Along coastal areas, winds tend to blow onshore during the day and offshore during the 
evening. This wind pattern allows for condensation and evaporation to occur. When the 
wind passes over the land the heat from the land heats up the moisture in the air and 
evaporates into the cloud then in the evening the wind direction shifts and blows this hu-
midity over the ocean, the coolness of the water allows the humidity to condenses and the 
cycle is repeated.
Evaporation
Sweat gland
Skin
Harnessing the heat from the earth and placing it in conjunction with the high thermal capacity of water provides a effective heating and 
cooling strategy for a building
Fish who live in areas where the winters are cold move to deeper waters during the 
colder months or migrate to warmer waters.
A intersting fact:
                       Water stores heat for longer than land.This results in    
  convection currents from cold to warm areas.
This principle is applied to design to create passive air flow from cooler to warmer spaces. 
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Fresh air intake 
natural ventilation
Fresh air intake mechanically 
distributed to paint booths
Natural ventilation outlet 
through thermal chimney
Workshops
Water storage
Cooled water pumped to plant
Cooled water From from roof stored underground
BATISO pipes in slab for 
heating and cooling
Air intakes natural 
ventilation
Chilled beams 
Cooled water collected 
from roof
Natural ventilation outlet
Chilled water distributed 
to chilled beams and 
BATISO system
Water sprayed on roof 
for night cooling
Thermal chimney
Daylight through 
skylight
BATISO System
According to Esmore in his article ‘Innovative design’,  HVAC 
systems are one of the largest contributors to the heat island 
effect. 
Automotive center of excellence 
Along coastal areas, winds tend to blow onshore during the day 
and offshore during the evening. This wind pattern allows for 
condensation and evaporation to occur. When the wind passes 
over the land the heat from the land heats up the moisture in 
the air and evaporates into the cloud then in the evening the 
wind direction shifts and blows this humidity over the ocean, the 
coolness of the water allows the humidity to condenses and the 
cycle is repeated.
Artery containing 
very warm blood 
from core of body.
Exhaust 
air duct
Supply and return water This System mimics 
the way blood 
cools the body in its 
cooling or heating 
process.
Water consumption 
Collecting rainwater up to a ca-
pacity of 130000 litres and stored, 
later is reticulated throughout the 
building using it for toilet flushing, 
irrigation, car washing and night 
cooling system.
Supply and 
return air
High 
performance 
window
Insulation
Radiant energy is infra red energy that works at the speed of light
• Studies indicate that radiation contributes to al lest 50% of the humans comfort equation
Insulation
Pipework
Veins containing 
cool blood from 
from the periphery 
of body.
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But  is this fusion of Dance and Architecture ?
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